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PREFACE. 



Music has ever been an ingenious and delightful study. 
That it is an innocent amusement is doubtless. Yet there 
are some people who censure the sweet sounds of Music. 
The immortal Shakespeare has said, that ^' hearing is 
one of the inferior senses, very little worth cultivating, 
and perhaps not known or admired in another state of 
existence." In this theory I cannot believe, since an 
inspired writer asserts, that ^^ Eye hath not seen, nor ear 
heard, neither hath it entered into the heart of man to 
conceive the joys and happiness of heaven." Then, as we 
cannot know what will be our chief happiness in the next 
world, let us not neglect or slight the sweet sounds of 
harmony in this. 

I have often reflected with pleasure at having heard 
Handel's ^^ Messiah** performed under the regularity and 
exactness of Sir Michael Costa's baton, whose power seemed 
to concentrate ten thousand performers into one soul singing 
its great Creator's praise in hallelujahs. 

It is my firm conviction that hymn^ and songs sung 
in praise of worthy men and heroes will impress the minds 
of youth, and make a deeper impression expressed by 
pleasing sounds. 

Let us always cultivate a distaste for immoral songs ; 
never allow them to pollute our ears, for they stain the 
soul, and may bring upon us our own destruction. 

In this work, which is intended for school children, 
it is my intention, at the commencement, to avoid all 
intricate rules. 

A 



VI PBEFACE. 

Children cannot be easily reasoned with about whole 
tones major and minor, or semitones major and minor, 
the different clefs, &c. Therefore I shall only use those 
technical terms which are absolutely necessary. 

I shall make no observation as to voice culture; verbal 
instruction in that art I consider of little or no value. 
But as this work is intended for children learning to sing 
at school, I will point out two Rules which should never 
be omitted. 

Rule No. 1. — ^Never pitch the Key-note (or Do) too 
high. By attending to this important Rule all unnecessary 
screaming will be avoided, which impairs the voice. 

Rule No. 2. — Insist upon singing soft; the result of 
which will give a steady and mellow tone, a good intona- 
tion, and an easy delivery. 

I have divided the work into three Parts; and would 
recommend that the pupil should know the first Part well 
before commencing the second, and have a thorough 
knowledge of the second before commencing the third. 
In order that this may be fully carried out, I shall publish 
each Part separately. 

My intention is to try and facilitate the practical study 
of reading Music by note. Should I succeed, it will be 
a source of pleasure to, 

■ 

Your humble Servant, 

HOLLAND HARLAND. 
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IP^E^T IFIE^ST. 



As I mean to treat chiefly of Sounds and Intervals 
in Part First, I shall commence with the Bar 
Syllables of Do, Re, Mi, Fa, Sol, La, Si, do, which 
a good ear will soon sing in tune; after which the 
teacher must impress on the child's mind that each 
syllable has its own respective sound, and explain by 
example. 

Example. 

Gam --------- ut. 

Key of C— Do Re Mi Fa Sol La Si do 

The following Scale is only an example, to give the 
sounds above and below the Gamut, until the Staves, 
Notes, and Leger Lines are introduced. 

Example. 



Below. 
S L S 



Gam ------- ut. 

Do Re Mi Fa Sol La Si do 



Above, 
re mi fa sol 



From Do to do (or ut) there are eight tones, termed 
an octave. The do in small letters represents the eighth 
tone, and octave. From do (or ut) to sol, marked in 

at. 



small letters, thus — do 



re mi fa sol — are meant to 



convey the sounds that ascend above the octave. 

Gam - - • • at i 

The Capital letters marked thus — S L S Do ... do | 
are meant to convey the sounds that descend below 
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the Gamut. I shall confine myself to the above Scale 
all through the following exercises. 

In the first examples I shall only introduce the 
following technics, — namely, a Pause, ^; a Crotchet 
Eest, r; and Quaver Rest, •]. The figures above 
the syllables are for the teacher to count while the 
scholars are singing. 

First Exercise in Major Key. 

Sing each syllable in equal time, giving the like 
portion of time to the Crotchet Rest. 

Key of C. 12 3 4 1 

Ascending — Do Do Re Re Mi 

12 3 4 1 
Sol Sol La La Si 

12341234 
Descending — do do Si Si La La Sol »• 

12341234 
Fa Fa Mi Mi Re Re Do f 



2 


3 


4 


Mi 


Fa 


r 


2 


3 


4 


Si 


do 


r 





Second Exercise in Major Key. 






Key 


ofC. 


1 


2 


3 


4 


1 


2 


3 


4 


Ascending — 


Do 


Do 


Do 


Do 


Ee 


Ee 


Ee 


r 






1 


2 


3 


4 


1 


2 


3 


4 






Mi 


Mi 


Mi 


Mi 


Fa 


Fa 


Fa 


r 



12341234 
Ascending — Sol Sol Sol Sol La La La ** 

12341234 
Si Si Si Si do do do - 
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Key of C. 12 3 4 12 3 4 

Descending — do do do do Si SI Si r 

12341234 
La La La La Sol Sol Sol r 

12341234 
Descending — Fa Fa Fa Fa Mi Mi Mi |» 

1234 1 2 34 
Ee Ee Ee Ee Do Do Do r 



Thibd Exebcise m Majob Ket. 

Key of C. 123 12 3123 
Ascending — Do Ee Mi Do Ee Mi Fa r t* 

123123123 
Ee Mi Fa Ee Mi Fa Sol r t- 

123123123 
Ascending — Mi Fa Sol Mi Fa Sol La r f 

123123123 
La Si do re do Si do •• i* 

123123123 
Descending — re do Si re do Si La r i* 

123123123 

do Si La do Si La Sol r r 

123123123 
Descending — Si La Sol Si La Sol Fa i* •• 

123123123 
Sol Fa Mi Fa Mi Ee Do r r 
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Fourth Exercise in Major Ket. 

Key of a 1 2 d 4: 12 3 4 

Ascending — Do Re Mi Fa Do Re Mi r 

1233 1234 
Re Mi Fa Sol Re Mi Fa " 

1234 1234 
Ascending — Mi Fa Sol La Mi Fa Sol r 

1234 1234 

Fa Sol La Si Fa Sol La r 

1234 1234 

Aecending — Sol La Si do Sol La Si i* 



1 


2 


3 


4 


1 


2 


3 


4 


La 


Si 


do 


re 


La 


Si 


do 


r 


1 


2 


3 


4 


1 


2 


3 


4 


Descending — do 


Si 


La 


Sol 


do 


Si 


La 


r 


1 


2 


3 


4 


1 


2 


3 


4 


Si 


La 


Sol 


Fa 


Si 


La 


Sol 


1* 



1234 1234 

Descending — La Sol Fa Mi La Sol Fa r 

1234 1234 

Sol Fa Mi Re Sol Fa Me r 

1234 1234 

Descending — ^Fa Mi Re Do Fa Mi Re r 

1234 1234 

Mi Re Do Sol Mi Re Do >• 
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Fifth Exercise in Majob Key. 



Key of C. 


1 


2 


3 


4 


^ 


/^ 


r> 


Ascending - 


-Do 


Ee 


Mi 


Fa 


Sol 


Do 


Sol 




1 


2 


3 


4 


/^ 


/?\ 


/^ 




Ee 


Mi 


Fa 


Sol 


La 


Ee 


La 




1 


2 


3 


4 


/^ 


/^ 


/^ 


Ascending — 


-Mi 


Fa 


Sol 


La 


Si 


Mi 


Si 




1 


2 


3 


4 


/^ 


^ 


ff\ 




Fa 


Sol 


La 


Si 


do 


Fa 


do 




1 


2 


3 


4 


/^ 


^ 


/^ 


Deteending- 


-do 


Si 


La 


Sol 


Fa 


do 


Fa 




1 


2 


3 


4 


^ 


^^ 


/T\ 




Si 


T.a 


Sol 


Fa 


Mi 


Si 


Mi 



^\ ^^ ^^ 



Descending — La Sol Fa Mi Ke La Ee 

1 2 3 4 /rs /^ /^ 

Sol Fa Mi Ee Do Sol Da 



/^ 



Sixth Exercise in Major Key. 

1234 1234 

Ascending — Do Ee Mi Fa Sol La Si do re 

1234 1234 

Ee Mi Fa Sol La Si do re mi 
12 34 1234 



/?\ 



Descending — re do Si La Sol Fa Mi . Ee Do 

12341234 1234 

Ee Do Si La Sol Fa Mi Ee Do Do Do i- 
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Seventh Exebgise in Majob Key. 



Ketf of C. 1 
Ascending — Do 


2 3 1 
Mi Sol La 


2 
Fa 


3 
La 


1 

Sol 


2 3 12 
Mi Sol Si La 


3 

Sol 


do 


1 
Descending — do 


2 3 1 

Sol Mi Si 


2 
La 


3 

Sol 



«\ 



12 3 12 3 

Fa Re Fa Sol Mi Re Do 



Eighth Exercise is Majob Key. 

123123123«. 
Ascending — Do Mi Sol Do Fa La Do Mi Sol do 

123123123^, 
Descending — do Sol Mi do La Fa do Sol Mi Do 



Ninth Exeboise in Major EIet. 

jr«yo/(7. 123123123'7^ 
Ascending — Do Mi Sol Do Mi Sol Do Mi Sol Do 

123123123tv 
Ascending — Do Fa La Do Fa La Do Fa La Sol 

123123123t> 
Descending — do La Fa do La Fa do La Fa Si 

123123123'r- 
Descending — do Sol Mi do Sol Mi do Sol Mi Do 
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Tenth Exebcise m Majob Eet. 

Key of a 123123123123 
Ascending— Do Mi Do Be Fa Ee Mi Sol Mi Fa La Fa 

123123123123 
Ascending — Sol Si Sol La do La Si re Si do i* i* 

123123123123 
Descending — mi do mi re Si re do La do Si Sol Si 

123123123t> 
Descending — La Fa La Sol Mi Sol Fa Ke Sol Do i* f 



Eleventh Exebcise in Majob Ket. 

Key of C. 1 2 3 4 1 2 3 4 
Ascending — Do Ee Mi Fa Ee Mi Fa Sol 

1234 1234«s 
Mi Fa Sol La Fa Sol La Si do 

12341234 
Descending — do Si La Sol Si La Sol Fa 

1234 1234^^ 
La Sol Fa Mi Sol Fa Mi Ee Do 

12341234 
Ascending — Do Mi Sol <* Do Fa La •• 

1234 1234^ 
Descending — do re mi re do Sol Mi Ee Do 
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Twelfth Exercise in Major Key. 

Key of C. 123456123456 
Ascending— Do Ke Mi Fa Mi Ke Mi Fa Sol La Sol Fa 

12 3 456123456 
Ascending — Sol La Si do Si La Si do re mi re do 

123456123456 
Descending — mi re do re do Si do Si La Si La Sol 

123456123456 
Descending— Ju^L Sol Fa Sol Fa Mi Fa Mi Ee Mi Ee Do 

When the children can sing the twelve foregoing 
Exercises in tune, they may proceed. 



THE MINOE KEY. 

As I am treating chiefly of sounds, I shall give 
no explanation at this stage between Major and 
Minor Keys. A child with a good ear will soon dis- 
tinguish the difference between the two keys, and 
that will be a great point gained. For the present 
I will only give a Minor Scale of six notes. The 
different minor modes I will treat of afterwards. 

The Minor Scale of Six Notes. 

12345654321 
Key of A. La Si Do Ee Mi Fa Mi Ee Do Si La 
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!FlBST EXEBGISE IN MiNOB KeY. 

Key of A. 121212121212 
Ascending — La La Si Si do do re re mi mi fa fa 

1212121212 
Descending — mi mi re re do do Si Si La f 



Second Exercise in Minob Key. 

Key of A. 1 2 3 4 1 2 3 4 

Mi La La Si" do Si do re 



1 


2 


3 


4 


1 


2 


3 


4 


mi 


re 


do 


Si 


La 


r 


r 


1* 


1 


2 


3 


4 


1 


2 


3 


4 


mi 


do 


re 


Si 


do 


re 


mi 


re 


1 


2 


3 


4 


1 


2 


3 


4 


do 


Si 


do 


Si 


La 


•• 


r 


r» 



Thibd Exebcise in MmoB Ejby. 

Key of A. 1 2 3 4 1 2 3 4 

La mi re do do Si Si La 



1 


2 


3 


4 


1 


2 


3 


4 


Si 


do 


re 


do 


Si 


P 


1* 


r» 



12341234 
La Mi Fa Mi Be Mi Fa Mi 

12341234 
Mi La do Si La r* t* r 
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Fourth Exercise in Minor Key. 

Key of A. 1 2 3 4 1 2 3 4 

Mi La Si La do Si La do 



1 


2 


3 


4 


1 


2 


3 


4 


re 


re 


Si 


Si 


do 


r 


r 


1* 



mi mi fa fa mi mi re re 

12341234 
do do Si Si La r r r 



Fifth Exercise in Minor Key. 

Key of A. 1 2 3 4 1 2 3 4 

Mi La La Sol Mi do do Si 

12341234 
La fa mi re do do Si r* 

12341234 
Mi La La Sol Mi re re do 

12341234 

do re mi re do Si La r 



Sixth Exercise in Minor Key. 

Z^o/^1. 123 123 123 

La Si do do re mi fa mi re 

12 3 12 3 

do Si La Sol Fa Mi 
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123123123123 
Fa Mi Ke Mi Ke Do Sol r Sol mi re do 

123123123 
re do Si do Si La Sol Fa Mi 

12 3 12 3 

Mi La Si La I* r* 

The teacher should be able to beat strict time, giving 
one beat (or pulse) to each figure. The down beat on 
the figure 1, to the left on 2, cross to the right on 3, 
and up on 4, When there are only three figures, 
beat 1 and 2 as above, and the up beat on 3. When 
there are six figures, the down beat on 1 ; give two in 
succession to the left on 2 and 3; give two in suc- 
cession to the right on 4 and 5, and up beat on 6. 
This will lay the foundation of time before the sig- 
natures are introduced. 



Example of Singing Three Syllables to 
One Beat. — Key of D Major. 

Three-eight ( 1--1--1--1--1-- 

Time. (DoMiSolLaSidoSiLaSolFaMiKeDo-- 

Six-eight /1--2--1--2-- 

Time, (Do Ke Mi Fa Mi Ee Mi Sol Fa Mi Ee Do 

Nine-eight ri--2--3-- 

Time. IDo Mi Sol Do Fa La Do Mi Sol 

Nine-eight ( 1 - - 2 - - 3 

Time. \Do Ee Mi Fa Sol Fa Mi Ee Do 

Twelve-eight { 1--2--3--4-- 

Tim^, tl>o Mi Sol Do Mi Sol Do Fa La Do Fa La 

Twelve-eight j 1--2--3--4-- 

Time. tSol Fa Mi Fa Mi Ee Mi Fa Mi Mi EeDo 
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Example op Singing One Syllable to Two 

Beats. 

Double Common (1 234567812345678 
Time. I Do Re Mi Sol Fa Mi Ee Do 

Give two down beats in succession on Do; two to 
the left in succession on Re ; two to the right in 
succession on Mi; and two up beats on Sol; com- 
mencing again with two down beats on Fa; on Mi; 

^« r 8 

on Ke ; on Do. 



The Intervals in the Major Diatonic Scale. 

From Do to Ee is an Interval of one whole tone, 
called a Second. 

From Do to Mi is an Interval of two whole tones, 
called a Third. 

From Do to Fa is an Interval of three tones and 
a-half, called the Flat Fourth. 

From Do to Sol is an Interval of the Fifth, and 
Dominant of Key-note. 

From Do to La is an Interval of the Sixth, and 
Relative Minor to Key-note. 

From Do to Si is an Interval of the Seventh, and 
called the Sharp Seventh. 

From Do to do is an Interval of Eight Notes, and 
called an Octave. 



Example. — Ascending and Descending. 

Octaye 
2nd 3rd 4th 5th 6th 7th Sth 7th 6th 5th 4th 3rd 2nd 

Do Ee Mi Fa Sol La Si do Si La Sol Fa Mi Re. Do 

Tonic ---- ut---- Tonic 
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First Exercise. 

Tonic 3rd 5tli Tonic 4th 6tli Tonic 2nd 7th nt 
Do Mi Sol Do Fa La Do Re Si do 

ut 5th 3rd nt 6th 4th nt 7th 2nd Tonic 
do Sol Mi do La Fa do Si Ee Do 



Second Exercise. 
Tonic 4th 3rd Tonic 6th 5th Tonic 3rd 5th nt 
Do Fa Mi Do La Sol Do Mi Sol d^ 

nt 7th 5th 6th 5th 7th nt 5th 3rd Tonic 
do Si Sol La Sol Si do Sol Mi Do 



There are nine acknowledged Minor Modes, of 
which, for the present, I shall not treat; bnt it is 
necessary to say something at this stage, as Minor 
modnlations will reqnire to be made before I can 
treat the subject f nlly. As yet I will confine myself 
to the six notes of the Minor Scale. 



The Minor Diatonic Scale op Six Notes. 

Key of A, 

From La to Si is an Interval of one whole tone, 
and termed the Second. 

From La to do is an Interval of one tone and 
a-half, termed the Minor Third. 

From La to Re is an Interval of the Perfect Fourth. 

From La to Mi is an Interval of the Perfect Fifth. 

From La to Fa is an Interval of the Sixth, termed 
ihe Flat Sixth. 
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Exercise. 
Tonic 3rd 2nd Tonic FlatGtli Perfect 5th 



La do Si La fa fa mi 

Tonic 2nd 3rd 3rd 3rd 4tli 5th 4th 3rd 



La La La Si do do do re mi re do 

2nd Tonic Flat 7th — — Tonic 7th 5th Tonic 
Si La Sol Sol Sol La Sol Mi La 

Tonic 2nd 3rd 4th 5th 6th 5th 4th 3rd 3rd 2nd Tonic 
La Si do re mi fa mi re do do Si La 



I consider by this time the children should well 
understand the natural succession of the eight tones 
in the major diatonic scale. I shall now introduce 
Semitones. But Sol-fa notation cannot, with satis- 
faction, contend with semitones. To alter each syllable 
for every sharp as well as flat, would be nothing less 
than a stumbling block to young minds. I shall only 
sharpen the Fa and Sol, and flatten the Si ; these are 
in the natural order of every Major Key. When the 
Fa is raised a semitone it is called Fi ; when the Si is 
lowered a semitone it is called Sa; when the Sol is 
raised a semitone I have named it Chi. Their effect I 
will explain more fully in the second part of this work. 

In using the Fi I shall place a sharp before it, 
thus: — ftFi; when the Fa is resumed, I will place a 
natural before it, thus: — tjFa. 

Example. 
Do Re Mi Fa Sol ftFi Sol l^Fa Mi Ee Do 
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In using the Sa I shall place a flat before it, thus : — 
feSa; when the Si is resumed, I will place a natural 
before it, thus : — t] Si. 

Example. 
ut ^ ^ ^ ut 

do kSa La Sol Fa Mi Fa Sol La t}Si do 



When the Fi is used, the Sol becomes the Tonic 
or Key-note. When the Sa is used, the Fa becomes 
the Tonic or Key-note. When the Fa and Si are 
resumed, the Do becomes the Tonic again. When 
Chi is used, it indicates a change from the original 
key into its Relative Minor. 

Example. 

Belattve Minor. Obioikal Key Resumed. 

Do do Si La La SChi La t}Sol Fa Mi Ke Do 



The following divisions are termed Bars :— 

Example. 



12 3 4 

1st Bas. 



12 3 4 

2nd Bab. 



12 3 4 
3rd Bab. 



12 3 4 
A Double Bab. 




c/ 




Treble or 
G Clef, 



The following are termed Signatures: — 

The Bass or F Clef, 

Common Time, £ Three-four Time^ ^ 

Six-eight Time, ^g 

I shall only use the above Signatures until the 
Notes are introduced. 



i 
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An Exebcise usixa the Signatubes and Babs, 

IN THE Majob Key. 



Key of C. 



FiBST ExAMPUi. 



12 3 4 



^ I>o Re Mi Fa 



12 3 4 
Re Do Sol r 



12 3 4 

Sol IFi Sol I- 



12 3 4 

dolZSaLaSol 



12 3 4 

LaSolljFaMi 

12 3 4 
Fa Mi Fa r 



12 3 4 

Sol do tjSi La 

12 3 4 

do Si do i{Sol 



12 3 4 

La i(Chi La r 

12 3 4 

Mi Re Do i» 



It will be observed that the Natural is only used 
when the Fa, Si, and Sol are to be brought back to 
their original tone. 



Second Example, using the Sionatubes. 



12 3 
g Do Do Do 



12 3 
Do Mi Sol 



12 3 
do 12 Sa Sol 



12 3 

Sol Sol «Fi 

12 2 
Mi Sol do 



12 3 

Sol La i;Si 

12 3 
Si La Sol 



12 3 
do La It Chi 

12 3 
Sol Fa Re 



12 3 
do La Fa 

12 3 

LatjSolFa 



12 3 
Do r I* 
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Thibd Example, vsing the SiONATtncES. 




12 3 4 
5 Do Do Do Re 



12 3 4 
MiMiMiFa 



12 3 4 

Re r !• I* 

12 3 4 
La Sol Re Mi 

12 3 4 
Fa Mi Re Fa 



12 3 4 
Do Do Do Re 

12 3 4 

Do I* !• I* 

12 3 4 

Mi Sol Sol JFi 



12 3 4 

La Sol Mi Do 

12 3 4 

Sol Fa Mi Re 



12 3 4 
La Sol Mi Do 

12 3 4 
MiMiMiFa 

12 3 4 
Re Re Re Mi 

• 

12 3 4 

Sol !• r r 



12 3 4 
Re Mi Fa La 



1 2 

Do f 



4 



FOTJBTH EXAMPI^E, USING THE SiGNATUBES. 




12 3 4 5 6 
Do Do Do Re Re Re 



12 3 4 5 6 
Sol La Sol Sol Fa Mi 

12 3 4 5 6 
Do Do Do Re Re Re 

12 3 4 5 6 
Sol La Sol Sol Fa Mi 



12 3 4 5 6 
Mi Mi Mi Fa Fa Fa 

12 3 4 5 6 
Re Do Re Mi •] i 

12 3 4 5 6 
Mi Mi Mi Fa Fa Fa 

12 3 4 5 6 
Re Mi Re Do i -] 
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12 3 4 5 6 

do do do Do Do Do 

12 3 4 5 6 

Sol ItFi Sol La Sol #Fi 

12 3 4 5 6 
Do Do Do Re Re Re 

12 3 4 5 6 
Sol La Sol Sol Fa Mi 



12 3 4 5 6 
Re Re Re Mi Fa Sol 

12 3 4 5 6 
SolLaJtFiSoltlFaRe 

12 3 4 5 6 
Mi Re Do Re Mi Fa 

1 2 3 4 5 6 
Re Mi Re Do *i *| 



Fifth Example, using the Signatures. 




12 3 4 5 6 
Do Do Do Do Re Mi 



12 3 4 5 6 
Re Re Re Re Mi Fa 

12 3 4 5 6 

Sol La ttFi Sol La Si 



12 3 4 5 6 
Do Re Mi Mi Re Do 



12 3 4 5 6 
Fa Mi Re Re Mi Fa 

12 3 4 5 6 

do bSaLaSolLatlSi 



1234561123456 
do re do do i^Si 2Sa j La Sol ijFaMi LaSChi ; 



12 3 4 5 6 
LaitSolFaMi Fa Sol 

12 3 4 5 6 
do Si La Sol Fa Mi 



12 3 4 5 6 

Sol«Fit}FaMi Re Do 

12 3 4 5 6 

Mi Mi Re Do T T 
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Sixth Exaicple, using the Sionatubes. 




1 2 
Do Be 



1 2 
Mi Mi 



1 2 
Mi Fa 



1 2 

Sol «Fi 



1 2 


1 2 


1 2 


I 2 


1 2 


1 2 


ifFaMi 


EeBe 


Re Fa 


Mi Do 


Fa Ee 


Sol Sol 



1 2 

I^SaLa 



1 2 

it Si do 



1 2 
do re 



1 2 

do Si 



1 2 

do r» 



Seventh Exercise, usma the Signatubes. 



i 



12 3 4 



1^ r Do r Re 



12 3 4 

r Mi Re !• 

12 3 4 

r Sol t* Mi 

12 3 4 

r Si Si Si 

12 3 



12 3 
r Re Re 



12 3 4 

r Mi Fa r 

2 3 4 
Mi ^ Fa 



12 3 4 
r Sol I- Fa 

12 3 4 

f Sol La r 



1 2 


3 4 


12 3 4 


r Re Do r 


1* do do do 


12 3 4 


12 3 4 


r La La La 


SoltfFiSol r 


4 


12 3 4 


Fa 


f Mi Mi Mi 


4 


12 3 4 


Re 


!• 


S Do f 
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Eighth Exercise, using T^E Signatures. 
12 3 



s 



m=4 r DoDo 



12 3 
!• Ee Re 



12 3 

I- Sol Sol 

12 3 
r» MiMi 

12 3 

r Si Si 

12 3 

Mi !• I* 

1 2 
Mi r 

1 2 

Si f 

12 3 

do r !• 



12 3 
r La La 

1 2 3 
I* Fa Fa 

12 3 
f do do 

12 3 

Do I* I* 



12 3 
I* Mi Mi 

12 3 
r Si La 

12 3 

«• Sol Sol 

12 3 

!• Si La 



12 3 

Fa I- I* 



12 3 
I* Fa Fa 

12 3 

SolJtFit{-Fa 

12 3 
I* La La 

12 3 
I- Sol Fa 

12 3 
He r I* 



3 

r 

3 

Si 



1 

Sol 



2 



3 

I* 



1 
La 



2 

f 



3 



Biss 



1 

do 

12 3 

Sol t* r 



2 3 

re do 

12 3 

Mi I* r 



1 

Si 



2 
La 



3 

Si I 



12 3 
Do f f 



Ninth Exebcise, usma the Signatures. 



m 



*j 



12 3 

r» r Sol 



12 3 

do i^Sa La 



12 3 
Sol Fa Mi 



12 3 
Fa Sol La 



12 3 
Sol do re 



12 3 

do it Si do 



1 


2 


31 


Fa Fa Fa 


1 


2 


3 


re 


mi 


re 
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12 3 

do I* do 


1 2 
re do 


3 

Si 


12 3 

La Sol tfFi 


1 

Sol 


2 3 

Si La 


12 3 12 3 1 
SoltfFaMi Fa Sol La feSa 


2 3 12 3 

La Sol La doi}Si 


12 3 

do r* !• 



i 



Tenth Exercise, trsma the Sionatubes. 

2 3 4 

do Si Si 



H 



12 3 4 

do do Sa Sa 

12 3 4 

Re Mi Fa Sol 

12 3 4 

Lal}SolttFit{Fa 

12 3 4 

La do i{Si re 

12 3 4 

re mi fa re 



3 4 


1 


I* Sol 


do 


12 3 


4 


La Sol Fa 


Mi 


12 3 


4 


LatlSi do 


re 


12 3 


4 


Mi SolkSs 


i La 


12 3 


4 


do mi re 


do 


12 3 


4 


mi re do 


Si 



12 3 4 
Fa Do Ke Do 

12 3 4 
do Si LattChi 

12 3 4 

Sol tJSi do feSa 

12 3 4 
fa mi re do 

12 3 4 

do Sol Do I* 



Let the children have a thorough knowledge of the 
ten examples hefore proceeding any further. To make 
progress we must understand what we have studied. 
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THE MINOR, OK KEY OF LA. 
First Example, usmo the Signatuees. 



i 



12 3 4 
S Mi La La Si 



12 3 4 
do Si do re 



12 3 4 

La ]( Chi La |* 

12 3 4 
do La re do 



12 3 4 
La tf Chi La Si 



12 3 4 
mi mi mi mi 

12 3 4 

Si La « Chi Si 

12 3 4 
do Si LaltOhi 



12 3 4 

mi re do Si 

12 3 4 
re re re re 

12 3 4 

Lai; Sol Fa Mi 

12 3 4 

La !• I* r 



Second Exahple. 




^ La La 



12 3 4 

do re do Si 

12 3 4 

mi fa mi re 



3 4 
La La 



Si 



12 3 4 

do do do Si 

12 3 4 

do Si LattChi 



2 


3 


4 


Si 


Si 


Si 


1 


2 3 


4 


La 


Si do 


re 


1 


2 3 


4 


La 


!• 1* 


r* 



Third Example. 



i 



— 12 3 4 
J^ La mi re do 



12 3 4 
do Si La SChi 
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12 3 4 

La do Si La 

12 3 4 

La Si do re 



12 3 4 
8ChiLa Fa Mi 

12 3 4 
mi re do Si 



12 3 4 
Be Fa Mi La 

12 3 4 
La tt Chi La i* 



FOUBTH EXAUFLE. 



fe ' ' 


3 


1 


2 3 


1 


2 3 


^>-4 r ••Ml 


La tti Lia 


do inji Lia 1 


12 3 


12 3 


12 3 


ftChi La t|Sol 


Fa Mi Re 


Mi La #Chi 


1 2 3 


12 3 


12 3 


La Si do 


re do Si 


do re mi 


12 3 


12 3 


12 3 


12 3 


La do mi 


mi 


L 


a mi 


re do 


Si 


La r r 



Fifth Example. 



^12 3 4 5 6 
m^ La Si La do Si La 



12 3 4 5 6 

MiLattCULa Si do 

12 3 4 5 6 

do do do re do re 

12 3 4 5 6 

re do Si do re mi 



12 3 4 5 6 
Sol Sol Fa Mi Ee Do 

12 3 4 5 6 

Si LatfChi La *! *i 

12 3 4 5 6 

mi re do do Sol do 

12 3 4 5 6 

re do Si La *] *! 



i 



30 



A TKBATISE OB 8INOINO. 



Sixth ExAHPiiE. 




fa La La La Si 



12 3 4 
do do do re 



12 3 4 

mi fa mi re 

12 3 4 

do do do Si 



12 3 4 

do Si do r 

12 3 4 
LaSChiLa Mi 



12 3 4 

mi mi mi re 

12 3 4 

Fa Mi La r 



Seventh Example. 




^ La La 



3 

Si 



1 2 

Sol r 



3 

r 



12 3 
do Si La 

12 3 

Mi La Si 



12 3 
mi mi re 



re re 



Si 



1 
do 

1 

do 



2 

r 

2 

Si 



3 

r 

3 
La 



12 3 

Sol Sol Mi 

12 3 

do do re 

12 3 

mi mi do 



1 

Mi 



2 



3 

I* 



12 3 
Mi La Si 



1 

do 



2 3 
re mi 



12 3 
re do Si 



12 3 

.La r* r 



Eighth Example. 




1 2 
do re 



1 2 
mi fa 



1 2 
mi r 



1 2 

fa mi 



1 2 


1 


2 


1 


2 


1 2 


1 2 


re do 


Si La 


Mi f 


La Si 


do re 


1 2 


1 2 


1 2 


1 2 


1 2 


1 2 


mi do 


re r 


do 


re 


mi : 


re 


do Si 


La t* 
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Key of G Minor. Ninth Example. 



^ 



12 3 4 

Mi La La Sol 



12 3 4 

Mi do do Si 



12 3 4 

La re do Si 

12 3 4 

Mi Ke Fa Mi 

12 3 4 

do mi mi re 



12 3 4 

La La ft Chi i* 

12 3 4 
La Si do Si 

12 3 4 
Si re re do 



12 3 4 
Mi La tjSol Fa 

12 3 4 

La ft CH La r* 

12 3 4, 
fa mi re do 



1.234 
do Si do t» 

12 3 4 
Mi La ft Chi La 



12 3 4 
mi mi fa mi 



1 

re 



2 3 4 

do Si La \ 



1 

do 



2 

Si 



3 
La 



4 

i» 



Key of GM,nor. Tenth Example. 



i 



I La 



tj 



1 
do 



2 

Si 



2 3 

Si do 

3 
La 



12 3 
Mi Be Do 

12 3 
Ee Mi Fa 

12 3 

re do Si 



12 3 
do re mi 

12 3 

Sol Fa Mi 

12 3 

Sol r r 

12 3 
Mi La 8Chi 



12 3 

fa mi re 

12 3 

Fa Mi Be 

12 3 

Sol Mi Do 

12 3 

La Si do 



12 3 
La Sol Fa 



12 3 
Mi do Si 



12 3 

La !• I* 
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It IS now my intention to introduce the Notes, by 
placing them between the syllables and figures in their 
fiimple form. 

TABLE OF NOTES. 

Notes. Pbopobtiok. Bests. 

C7 is equal to four beats, or 



Names. 
A Semibreve — 



Two Minims — 



r r 



or 



or 




Pour Crotchets— - f f f f 

Eight Quavers— J J J J 
Sixteen Semiquavers — 

Thirty-two Demisemiquavers — 



or 





% 



The children ought not only to get this Table of 
Notes by heart, but learn to beat the notes in time. 
I shall put the above table into conmion time; but at 
present I shall only use it as far as the quavers. 



Kei/ of C. 



i 



12 3 4 



E 



Do 



EXAUPLE. 

12 3 4 
Re 



2 
do re mi 



t 



3 4 

z z c z 

fa mi re do 



Mi 



Si 



12 3 4 

r r r r 

Fa Sol La Si 
12 3 4 

da 
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Let the children have a good idea of the preceding 
example ; it will imprint on the memory an excellent 
foundation of time. 

All the Signatures of the different times are taken 
from one bar of common time. A minim forms twa 
parts of common time. When three minims are placed 

in one bar, thus — I 2 (^ f^ P' I ^* ^^ three-two parts of 
conmion time in one bar. A crotchet forms one-fourth 
of common time. When three crotchets are placed 
in one bar, thus — 4 T T T I ^* ^^ three-fourths of 
common time in one bar. A quaver forms one-eighth 
of common time. When three quavers are placed 

H C 5 f ^^ ^^ three-eighths of 
common time in one bar. Two crotchets placed in one 

5 r r is two-fourths of common 
time in one bar. Six crotchets placed in one bar, 

thus — sTrr'^rrl ^ six-fourths of common 
time in one bar. Six quavers placed in one bar, 

thus — g CCn 5 C J I ^^ six-eighths of common 
time in one bar. 

I shall only introduce the above times at present; 
but will give all the different times when the staves 
are introduced. Having seen how detrimental an 
imperfect knowledge of time has been to some good 
singers, I would suggest to the teacher not to pass over 
a thing of the highest importance too slightly. A 
diflSdence in time will cause timidity, from which will 
spring a lack of confidence; and this is rather the 
master's fault, by neglecting one of the most important 
rules. 
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First sing the Sol-fa, until the children know the 
air, then take the words. 



KeyofBh 
1 2 

r r 



w^ 



1 2 



r r r 



CoMMOK Time. 



3 4 

- r 

Sol 



12 3 4 

r r r r 

do do do do 



Now we wiU sing in common time, while 



12 3 4 

r r r r 

do do do do 



3 4 

r r r r 

re re re re 

count-ing four in 

12 3 4 



mi re do Sol 
wish to shine, we 



12 3 4 

r r r r 

ml re do Sol 

ev - ery bar; And 

12 3 4 

r r r r 

La Si do re 

must pur - sue our 



12 3 4 

r^r r r 

mi re do Sol 

if in it we 



1 2 

r r 

mi re 
task with 



3 4 

r 

do 
care. 



Key o/F. 



fe •- 



1 2 

(=> 
I 

Do 

me, 

1 2 

fa 
I 

Me 

three; 



I 

Ee 

In 



Theee-Foub Time. 



2 3 

^ r 

Do 

Now 



Sol 
To 



12 3 

T T T 

Do Re Mi 

three-four time 



1 

r 

Mi 

ev - 
1 

r 

La 



I 

Fa 
ery 

2 

r 

La 



per - se - 



3 

r 

Sol 

bar 

3 

r 

La 

vere, 



12 3 

r r r 

Fa Mi Ee 

come sing with 

12 3 

T T T 

La Sol Fa 

count one, two, 

12 3 

T T T 

La Sol Sol 

time then wUl 
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12 3 

r r 

Sol Sol 

tell Its 



12 3 

r r r 

Si La Sol 

worth to all 



12 3 

r r r 

Fa Mi Be 

who stud - y 



1 2 

I 

Do 

welL 



3 

r 



-^ey of a 

12 3 

C ^ C 

"Do Mi Sol 



Theeb-Eight Time. 




12 3 

c c c 

Do Fa La 



12 3 


1 2 3 1 


^ c ^ 


r *i 


Do Ke Si 


do 



Key of C. 

12 3 

Do MI Sol 



Theeb-Two Time. 



P 



12 3 

r r r 

Do Fa La 



12 3 


12 3 


r r r 


a ■"- 


Do Ee Si 


do 




Six-Eight Time. 
12 3 4 5 6 





do Si do mi re do 



12 3 4 5 6 

f f f f f f 

do Si do mi re do 



12 3 4 5 6 





re mi fa mi re do 



12 3 4 5 6 

r 1 

re do Si do 




Key of G. 

1 2 




Two-Four Time. 
1 2 

J ? : ; 

La Sol La Si 



1 2 


1 2 


1 2 


J 5 ; ; 


r r 


* r 


do re mi fa 


mi re 


do 
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The Stave, or the Lines and Spaces. 



i 



w 



Bars on the Lines. 



A Double Bar 



is used to divide music into 



different sections, and serves as a conspicuous mark 
to refer to. 






A TREATISE ON SIKGIM. 



FJ^JEIT SEOOlsTID. 



T 1 



TT 



I PRESUME tae children have a knowledge of the 
diSeTWirftriliaracters in Music, — ^namely, the Semibreve, 
Minim, Crotchet, Quaver, &c. I shall now introduce 
the Notes, with their alphabetical names and' Sftilations 
on and in the Stave Lines. The Flats (fe) or Sharps (ff) 
placed immediately after the Clef determine the alpha- 
betical name to the Key-note, (or Tonic.) The Do is 
fixed on each Key-note, and represents, the Tonic in 
all Major Keys. Hence there is only one Major Key; 
all others are artificial. 



Then let us find out every key, 
Though artificial they may be. 
The first I '11 name it shall be 0, 
And it is called the Natural Key- 



One Sharp is in the Key of G, 



' ^ «^ ..^■■■ 



.The^e are two Sharps in Key of D. 



• I 



V K 



B 



Key of C. 



i 



zz: 



tJ Do, and Tonic. 

Key of G. 




Do, and Tonic. 

Key of D. 



i 



^^-r: 



«/ 'B0| aad Tonic. 
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The Sharps m A we know are three, 



Key of A. 

tt..it 



^ 



zz 



1 



Aiid four Sharps in the Key of E. 



Do, and Tonic. 
Key ofE. 



tS: 



"i^r. 



Do, and Tonic 

Key of B. . 



To B five Sharps we now will fix, 



M 



^ 



And give to F Sharp number six. 



Do, and Tonic. 
Key of Ft. 




Do, and Tonic 



Those Sharps to Flats we will arrange, F t and G fe are 
'Tis called the enharmonic change. ^^® ^^^ ^^ same 



tone. 



Put F Sharp on the line of G, 
And then six Flats at once we see. 







Do, and Tonic 
Key of n^. 



D Flat has five, no less, no more. 




And A Flat only has but f oun 



i 



Do, and Tonic 



S^ofA^. 

fcfc: 



* 



i!^=2- 



Do, and Tonic. 
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Key of E^. 



E Flat is left with three Flats now; 




:z3: 



In B Flat there are only two. 



Do, and Tonic. 

Key of B^. 



i 



F Natural brings up number one ; 



tJ Doy and Tonic 
Key of F. 

\> H 




22: 



Then C comes back, and all are gone. 
While in the Natural Key we stay 
The Sharps and Flats are all away 



Do, and Tonic. 

Key of C. 



me., — Q n 

-. K — "—a 

• ^ Do, and Tonia 



What is the 
What is the 
What is the 
What is the 
What is the 
What is the 
What is the 
The Key of 
What is the 
What is the 
What is the 
What is the 
What is the 
What is the 
The Key of 



Questions. 

Natural Key? 
Key-note of one Sharp ? 
Key-note of two Sharps ? 
Key-note of three Sharps t 
Key-note of four Sharps? 
Key-note of five Sharps ? 
Key-note of six Sharps? 
C Sharp is the key of seven Sharps. 
Key-note of one Flat? 
Key-note of two Flats ? 
Key-note of three Flats ? 
Key-note of four Flats ? 
Key-note of five Flats ? 
Key-note of six Flats ? 
C Flat is th^ key of seven Fkt^ 



KRCA.TI8E ON -BTtiQTSGi 



AN" TSrA-MPT.T! OP AI.L THE DiPFEEENI MaJOR 

Ket8, wirn the Fixed Do.- ■ 

. The teacher will give the exact pitch to each Key- 
note, (or Tonic.) 

KejfofC. . , . 

, n |12 34|1234r 

^^ g=-^ r f \r r r r \ 

Do. OTTonic 1 ^0 Sol I do Si do re 



C.T'.CJ'.CJ- W\ 

f ini ' ite do Si do Sol La Si 
Kty 0/ G. 



1 2 

(=< • 

do 




jsEATisE ON snramif' 



c_r'C_i-c_r cs 

I mi re do Si do Sol La Si 
Keg of E: 



1 -2 
do 




Do, or Tonic 

Lj- cs cL* f ;| 

mi re do Si do Sol La Si [ 

Key c/Ft 

'12 3 4- 

r 'p- 

do Sol ' 
I - - , - 4 112 

Cj- cJ CJ^-C-j- p- 

I mi re do Si do Sol La Si | do 
^iyo/Cij. , 




2 3 ^ 

r r t 

Si do 1 

3 4 



S^^ 



12 3 4 

P P 
dii Sol 



Do, or Tonic. 

I- ■ » • 6 ■ 4 

c_r c_r c_r cj* 

mi re do ^i do Sol Jj^ ^i 



4 


12 3 4 




r r rr, 


.- 


do Si, ^ re 


1 3t 3 4i {h 


f- •'d' 




09v.. «.-. ^A^ 
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Ktyo/Ci. 




112 3 4 

CJ* C-/ CJ* c_j- 

I mi re do Si do Sol La Si 
Keyo/Di. 



Do, OF Tooio. 
1 2 ' 3 4 1 

CJ* CJ* CJ- CJ* 

mi re do Si do Sol La Si | 




KesofAi. 



12 3 4 
do Sol 



12 3 4 

r r r r 

do Si do re 



c_r 1j- cj* cj* 

I mi re do Si do Sol La Si | 



do 



TBEAUSE ON SINOnTO. 

Kty ofEk 

12 3 4 112 3 

f= p r r r 

do Sol I do Si do 
i 112 3 4 

CJ" CJ- C/ CJ* f=- <■ 

re do Si do Sol La Si | do 
Ktn o/Bi. 




Do, or Tonic. 
1 2 8 4 1234 

cj* Cj- cj* cj- r- ' 

mi re do Si do Sol La Si do 
Key ofF\ 

■ 1 2 3 4 I 1 2 3 

r r rrr 

Do, ot Tonic. j do Sol | do Si do 
1 2 3 4 1234 

a z ^ c ci c r- - 

mi re do Si do Sol I^a Si do 

K^cfC. 

■ 1 2 3 4 I 1 2 3 

f f \r T ' 

do Sol I do Si do 
12 3 4 



Do, or Tonic 
12 3 4 

cj- uj- c_r cj- 

mi re do Si do Sol La Si 



do 



I have used the same syllables in common t 
throughout the different Major Keys. This 
throw light on what is meant by artificial keys. 
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7. 



ExAMPtEi^ o^ Trie Major Key and its Relat^eh, 

Minor. 

Through Major Ke/s once more we'll go, 
On Minor Keys alight to throw; 
Then let our work by sample shew 

We are sincere. 
Till every seed takes root we sow. 

Still persevere. 



The Major Key. 
Key of a 



i 



:s2; 



-Gt 



Do, or Tonic. 

Key of G. 



i 



f 



-^- 



Do, or Tonic. 
Key of D. 






-r '■ c? 

Do, or Tonic 



£l 



Key of A. 



m 



% 



■Z3L 



i 



^ 



Do, or Tonic. 
Key of E. 



& 



22: 



I^ or Tonic. 



Relative Minor Key. 

Key of A. 



m 



22: 



tj 



La, or Tonic. 
Key ofE. 



i 



22: 



La, or Tonic 
Key of B. 



i 



:! 



tj 



i 



iJ: 



La, or Tonia 
Key of Ft. 



% 



ITS' 



^ 



La, or Tonic. 



K 



^ 



En 



Z2: 



t "I 



I«).oo Tonic . .«.jf 
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* Key of B. 




-^- 



Do, or Tonic. 
KeyofFt.^ 



i 



^ 



El 



% 



'3S. 



Do, or Tonic. 

Key of Ct. 



I 



irfirTrg: 



rs 



^ 



c/ Do, or Tonic. 



i 



i* 



fc=s: 



cy Do, or Tonic. 

Key of G^. 



i 



^ 



T-^-n 



-fi?- 



tJ Do, or Tonic. 

Key of D^. 



fcfe 



^S 



-^ 



Do, or Tonic. 
Key of A^. 



m 



fe* 



tfe 



zz 



c 



@5 



J^ 



fc 



Do, or Tonic. 

Key ofE^. 



22: 



Do, or Tonic. 



Key of G i 




-si- 



La^ or Tonic. 
Key of Did. 






tJ 



La, or Tonic. 
Key of At. 



g 



tj 



^ 



fri^fcg: 



La, or Tonic. 
Key of A^. 



feE 



d) '^ ^ b 



22: 



La, or Tonic. 
Key of E^. 



^ 



La, or Tonic. 
Key of B^. 



fcfe 



§;^=^ 



La, or Tonic. 

^^ ofF% 



i 



* 



f^;* 



is: 



La, or Tonic. 
Key of C% 



i 



i 



?±: 



22: 



b2 



La, or Tonic. 
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KeyofB'^. 



KeyofG\. 



i 



i 



%j 



Do, or Tonic. 

Key of F^. 



^ 



tJ La, or Tonic. 

KeyofD^. 



m 



^ Do, or Tonic. 
Key of C. 



i 



-^- 



La, or Tonic. 
Key of A. 




"J^L 



i 



22: 



Do, or Tonic. 



La, or Tonic. 



Keturned to the natural key and its relative minor. 

Do is the tonic of every major key. 
Sol is the dominant and perfect fifth. 
Fa is the sub-dominant and perfect fourth. 
La is the tonic of every minor key, and perfect 
sixth in all major keys. 



Tonic. 



Example. 
5th 4th 

nant: Tonic. domSLt. ^onic 



6th 

Belalive 
Minor. 



Do Sol Do Fa Do La 

12345 1234 123456 

Do re mi Fa Sol Do re mi Fa Do re mi Fa Sol La 



I shall now treat more fully of Technics, but will 
only exhibit short and easy methods, so that a child 
with little aptitude for learning music may attain a 



fair knowledge of the science. 
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Let those who have superior abilities for learning 
be put into higher standards, regardless of their age. 
It will not only be an encouragement to them, but act 
as a stimulus to others. 



The Notes and theib Alphabetical Names. 

The short strokes placed through, above, and below 
the heads of certain notes, are called Leger Lines. 
They are used to convey sounds above and below the 
Stave Lines. 

Key of A. 






^J.JJ''°"^!^ 



t/ 



AB DEFGABCDEFGABO 

The names of the notes consist of the first sevefn 
letters of the alphabet,— namely, A B C D E F G, 
commencmg with A again. The first and second A 
are in unison, and complete the first octave. The 
third A is in unison with both first and second A, and 
completes the second octave. The same rule is applied 
to all the seven letters, — ^namely, from B to B, C to C, 
D to D, &c. 

To impress the names of the notes on the minds 
of the children, the teacher should frequently use a 
blackboard, placing upon it the names of the notes 
mentioned by the children. I have found this to be 
a good system. 

Example on the Blackboard. 










^ 
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Questions. 

What are Leger Lines ? 

What is their use ? 

What is the name of the note on first leger line 
below stave ? 

What is the name of the note immediately below stave? 

What is the name of the note under first leger line ? 

What is the name of the note on second leger line 
below stave I 

What is the name of the note immediately above 
stave ? 

What is the name of the note on first leger line 
^ above stave? 

What is the name of the note above first leger line ? 

What is the name of the note on second leger line 
above stave? 

What are the names of the notes on the five lines ? 

What are the names of the notes in the four spaces ? 

The teacher should point to the head of the note 
while asking the question. 



Exercise in using the Bind, or Slur. 

When a Bind connects two notes^ thus — J I 
only one syllable is sung to them. 

Example. 



Come let us 




l>oMijSolMi Soldo 



sing a 
mi re do Si 



song of 
do re Sol Si 



joy- 

do 
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TRANSITION. 

In the following examples it will be observed that the; 
last note in the seventh bar of each key. is an Acci- 
dental, which indicates a transition from one key to 
another. In the Key of the Accidental is F # ; it 
removes Ft{ from the scale of C, and causes a tran- 
sition into the Key of G. In the Key of G the. 
Accidental is C # ; it removes 1} from the scale of G, 
and causes a transition into the Key of D. In the 
Key of D the Accidental is G 8; it removes G tf from 
the scale of D, and causes a transition into the Key 
of A. By the same rule throughout, the Naturals 
are removed by Sharps. The enharmonic change is 
caused by transferring the key from Fft, six Sharps, 
into the Key of G fe, six Flats, the F J{ and G t being 
one and the same tone. 

In the Key of G ^ the Accidental is t} ; it removes 
C 1^ from the scale of G 1^ and causes a transition into 
the Key of D fe. In the Key of D fe the Accidental 
is Gt|; it removes Gt from the scale of D!?, and 
causes a transition into the Key of A t. By the same, 
rule throughout, the Flats are removed by Naturals. 



Key of C. 



Examples. 



i 



/^. 



f^^^^^ 




T^- 



Now let us sing the scale of C ; 




f 



Re Mi Fa Sol La Si do. Si La Sol F^^MklSa 



i 
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I 



Tonic. 3rd. 5th. 



^gg 



f^ 



^t^ 



Do Mi Sol. Now sing the scale of G. 



Key of G. 




/T\ 



^ I #1 ZIZ^ 



There is one Sharp in the scale of G ; 



14 J J'J^tX-CJ 

tJ ^ ^ ^ ^. ^ r>. , -w . 




Do Re Mi Fa Sol La Si do Si La Sol Fa Mi Re 



Tonic. Sid. 5th. 




Do Mi Sol. Now sing the scale of D. 
Key of D. 



i 



/^ 



m 




*— («— t 



i=t 



There are two Sharps in the scale of D ; 




Do Re Mi Fa Sol La Si do Si La Sol Fa Mi Be 



Toidc 3tcL Sth. 




Mi Sol. Now sing the scale of A. 
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There are three Sharps in the scale of A ; 




Do Re Mi Fa Sol La Si do Si La Sol Fa Mi Re 

Tonic. 3rd. 5th. 




Do Mi Sol. Now sing the scale of E. 



Key ofE. 




There are four Sharps in the scale of E ; 




i 



Do Re Mi Fa Sol La Si do Si La Sol Fa Mi Re 

Tonic. 3rd. 5t]i. 



r ftJ 



5^ 



€> 




Do Mi Sol. Now sing the scale of B. 



KeyofB. 




There are five Sharps in the scale of B ; 
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i . J J ; J J JT fcJTJvTTl 



Do Ee Mi Fa Sol La Si do Si La Sol Fa Mi Re 



Tonic. 3rd. 5th. 




V"~^ 



Do Mi Sol." Now sing the scale of F Sharp. 
Key of Ft. 




There are six Sharps in the scale of F Sharp ; 




Do Ee Mi Fa Sol La Si do Si La Sol Fa Mi Re 




Do Do Do. Now comes the enharmonic change to G Flat. 
Key of G"^. 



[ j^^^^S 



:i=f 



There are six Flats in the scale of G Flat; 




Do Re Mi Fa Sol La Si do Si La Sol Fa Mi Re 



Tonic. 3rd. 5th. 



I ! J 



z -r^rvr ^ 



tj 



1l>o Mi Sol. Now sing the scale of D Flat. 
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Key of D"^. 



f 



I^y 




I I 



(\r r r 



There are five Flats in the scale of D Flat; 




Do Re Mi Fa Sol La Si do Si La Sol Fa Mi Re 



Tonic 8rd. 5th. 




Do Mi Sol. Now sing the scale of A Flat. 
Key of A^. 




There are four Flats in the scale of A Flat; 




Do Re Mi Fa Sol La Si do Si La Sol Fa Mi Re 



Tonic. 3rd. 5th. 



s 



^ 



\=S: 



:S=S 



— P- 



T 



t^ 



Do Mi Sol. Now sing the scale of 



E Flat. 



KeyofEK 



ii 



/^ 



V >i '. - f 




^^m 



There are three Flats in the scale of E Flat; 




Do Re Mi Fa Sol La Si do Si La Sol Fa Mi Ee 
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Tonic. 3rd. 5th. 




Do Mi Sol. Now sing the scale of B Flat. 
Key of B^^. 




There are two Flats in the scale of B Flat ; 



i 



w 



t 



4N->-j^ 



M'i^ 




Do Ee Mi Fa Sol La Si do Si La Sol Fa Mi Ee 

Tonic. Srd. 5th. 




Do Mi Sol. Now sing the scale of 
Key of F. 




There is one Flat in the scale of F ; 




5=f5: 



P=g^ 



E|£ 



m 



Do Ee Mi Fa Sol La Si do Si La Sol Fa Mi Ee 

Tonic. Srd. 5th. 





t^?^ 



Do Mi Sol. Now sing again the scale of 0. 
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Key of C. 




There is neither Flat nor Sharp in the 



^ 



zz 



A- 




-t— 

scale of C. l5b Ee Mi Fa Sol La Si 



do 



P=^ h — 1^^ 



Si La Sol Fa Mi Re ]^ 



The scholars should always sing the above exercises 
from the book, observing carefully each note as sung. 



Diatonic Minor Scale. 

The Minor is formed by taking the sixth of its 
relative Major Key. A being the sixth note above C, 
is therefore termed its relative Minor, and called the 
Natural Minor Key. 



Key of A. 



Example. 






La Si Do Ee MiFa SolLa SolFa Mi Ee Do Si La 

The minor scale contains the same number of in- 
tervals as the major scale; but the semitones come 
between the second and third and the fiftk ^\jsi ^xxisks.^ 
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leaving a whole tone between the seventh and the 
tonic. This mode is not satisfactory to the ear ; hence 
the different minor modes. 

Example with the Sharp Seventh Ascending, 
AND Flat Seventh Descending. 




^^=.^z4l^-±J ^ 



ABCDEFGAGFEDOBA 

Neither does this scale satisfy the ear, although it is 
called the true form of the minor scale. The interval 
between F if and G 8 is a minor third, properly termed 
an augmented second. To make this agreeable, the 
Ft[ is raised to FJ, which is the assumed form of 
ascending the minor scale. 



Assumed Minor Scale. 

The Sharps are only used in ascending ; in descend- 
ing the Sharps are contradicted. 

Example. 




5=l=f 



g^^!?I^^^S 



3 



La Si Do Re Mi Fi Chi La Sol Fa Mi Ee Do Si La 



Whatever the Major Key may be, the Minor is 
fixed on the sixth of the same key. It will then bear 
the same signature, hence it is called its Belative^ 
Minor Key. 
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MODULATION. 

I expect that at this stage the children have a 
thorough knowledge of the Major Diatonic Scale,-^ 
Do Ke Mi Fa Sol La Si do, and some knowledge of 
Sa Ohi, and Fi. Either of the last three syllables 
introduced into the Diatonic Scale would cause a 
transition, (or change of key.) 

The 1^ Sa is the Flat Seventh. 

The $ Chi is an Augmented Fifth. 

The # Fi is an Augmented Fourth. 

The above three syllables form the vital parts of 
transition in all Major Keys. 



Key of C. 



Examples. 

Relative Minor. 



Subdominant. 




Do Mi Sol La Chi La do Sa La Sol Fa Mi Fa 

Dominant. Original Key. 




Sol do Si La Sol Fi Sol La Si do re do Si do 
Key of G. 



Belative Minor. 

2: 



Subdominant. 




Do Mi Sol La Chi La do Sa La Sol Fa Mi Fa 

Dominant. _ Original Key. 



^^ 



J^ I I 




t=t 



± 




c/ 



Sol do Si La Sol Fi Sol La Si do re da Sv i^ 
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Key ofD. 



:i 



X 



Belative Minor. 



Subdominant. 



t 



t 



mt 



1^ 



^^ 



tnl 



S 



T 



— • — ^ — S- 



Do Mi Sol La Chi La do Sa La Sol Fa Mi Fa 

Dominant. Original Key. 




Sol do Si La Sol Fi Sol La Si do re do Si do 
Key of A. 






Belative Minor. 



Snbdominant. 



x=t 




T=X 



&^ 



^ 



4- 



J_r^ 



*E? 



Do Mi Sol La Chi La do Sa La Sol Fa Mi Fa 

Dominant. Original Key. 






T^^ 



T 



23t 



15 



Sol do Si La Sol Fi Sol La Si do re do Si do 
Key ofE. 

Sil 



Relative Minor. 



Subdominant. 



^S 



A- 



TZ 



X 




F^PFf^ 



■JCt 






Do Mi Sol La Chi La do Sa La Sol Fa Mi Fa 

Dominant. Original Key. 



!=ff: 



-t^ 



t=± 



:t=rt 






p==n 



1— 

Sol do Si La Sol Fi Sol La Si do re do Si do 



Key ofF. 



Belative Minor. 



g 



lEE 



22: 



gjt ^ -g. 



1— I— ^ 



t=|: 



ge 



Snbdominant. 
-^ 1 1- 




Do Mi Sol La Ohi La do Sa La Sol Fa Mi Fa 
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Dominant. 



Original Key. 




Sol do Si La Sol Fi Sol La Si do re do Si do 



Key of B^. 



Relative Minor. 



Subdomlnant. 




Do Mi Sol La Chi La do Sa La Sol Fa Mi Fa 

Dominant. Original Key. 




Sol do Si La Sol Fi Sol La Si do re do Si do 
Key of E"^. 



Relative Minor. 



Subdomlnant. 



^^m 



+ 




g 



?Efc 



i 







Do Mi Sol La Chi La do Sa La Sol Fa Mi Fa 



Dominant. 



Original Key. 




Sol do Si La Sol Fi Sol La Si do re do Si do 
Key of A"^. 



Relative Minor. 



:*Jn 



Subdomlnant. 




Do Mi Sol La Ohi La do Sa La Sol Fa Mi Fa 

Dominant Original Key. 

1 



tf' 'T i r^r 



122: 



± 



± 



^ 



Sol do Si La Sol Fi Sol La do Si La Sol Sv 4a 
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Key of F. 



Cause of Modulation in the above Examples 

Explained. 

The second note in the second bar of all the above 
examples is an augmented fifth, which indicates a 
modulation into the Relative Minor. By the same 
rule all the major keys are similarly affected. 

In the Key of C the second note in the third bar 
is B fe, which is the Flat Seventh. 
This note, by being made flat, 
becomes a perfect fourth to Ftf, 
and forms the signature of one 
Flat, thus- ^ Do, or Tonic. 

In the Key of F the second note in the third bar 
is Efe, which is the Flat Seventh. ^ of B^ 

This note, by being made flat, 
becomes a perfect fourth to Bt, 
and forms the signature of two 
Flats, thus — 



i 



^ 



zz 



*J 



t 



fc 



-^ 



Do, or Tonic. 
In the Key of B fe the second note in the third bar 



Key ofE^. 




is A % which is the Flat Seventh. 

This note, by being made flat, 

becomes a perfect fourth to Efe, 

and forms the signature of three ^ 

Flats, thus- ^ ^'' '''^'''^'- 

In the Key of E fe the second note in the third bar 
is D ^y which is the Flat Seventh. ^ of Ait 

This note, by being made flat, 
becomes a perfect fourth to Afe, 
and forms the signature of four -^ j^ m . 
Flats, thus — 

Bjr the same rule all through the flat keys, the 
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■^5?- 



I 



Do, or Tonic. 
Key ofD. 




-^ 



Do, or Tonia 



Becoad'inCyte in the third bar would be t];Id 'pe^t .flat 
added to the group of flats immediately after the Clefj 
called the Key Signature. 

Eettpning to the Key q£ 0, to fipd the ^cond note 
in the sixth bar to be Fft. This note, by being made 
sharp, f s - called the Augmented 
Fourth, and becomes the Sharp 
Seventh in the Key of G, and 
forms the signature of one Sharp, 
thus — 

The Augmented Fourth of G is 
CJ, which is the Sharp Seventh 
in the Key of P, and forms the 
signature of two Sharps, thus— 

The Augmented Fourth of D is 
G8, which is the Sharp Seventh 
in the Key of A, and forms the 
signature of three Sharps, thus — 

The Augmented Fourth of A is 
D#, which is the Sharp Seventh 
in the Key of E, and forms the 
signature of four Sharps, thus— 

The Augmented Fourth of E is 
AJf, which is the Sharp Seventh 
in the Key of B, and forms the 
signature of five Sharps, thus — ^ -^^j ®^ Tonic. 

By the same rule all through the sharp keys, the 
Second note in the sixth bar would be the next sharp 
added to the group of sharps immediately after the 
Clef, called the Key Signature. 

The Belallve Minor may be formed without the aidi 
#£4lie Augmented Fifth, thua — ; 



Key of A. 




Do, or Tonic. 

Key of E. 



-^z 



Do, or Tonic. 
Key of B. 



t^ 



Wf^: 
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Key of a 



Bdatiye Minor. 



i 



^3 



1^: 



?2 ^ 



li 



t 



'JSZ 



Do Sol Do Ke Do Si 



La 



In the following example the Augmented Fifth is 
used thus : — 



£^ey of C. 



Belatiye Minor. 






in: 



t- 
Do Do Si La Chi La 



In the assumed Minor Mode the rule for using the 
Augmented Fifth is as follows : — 



i<''f' ^^j\n J J 



T==t 



d tf jgg 



zz 



Do Si La Chi La Sol Fi Mi Mi Fi Chi La 



Sharps or Flats placed after the Clef, thus — 



^^ 



in: 



it^ 



m: 



^^ E - A 

form the signature of the Key-note, (or Tonic.) 

Naturals, Flats, and Sharps introduced into a piece 
of music are called Accidentals. They affect all other 
notes of the same name in the bar unless contradicted, 
thus — 

Kei/ of G Major. 

± r— I- 
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A Sharp placed before a note raises it a semitone. 

A Flat placed before a note lowers it a semitone. 

A Natural placed before a note previously flattened 
raises it a semitone. When placed before a note 
previously sharpened, it lowers it a semitone. 

A Double Sharp, x, placed before a note already 
made sharp raises it a semitone. The Double Sharp 
is removed by a Natural and Sharp, if $• 

A Double Flat, fe k, flattens a note previously made 
flat. It is removed by a Natural and Flat, t[ l^. 



DEFINITION OF MUSICAL TERMS. 

Largo — ^very slow. 

Larghetto — ^a little faster. 

Adagio — slow. 

Andante — an easy mo\dng time. 

Andantino — a little slower than Andante. 

Vivace — ^lively. 

Allegro — fast. 

Presto — ^faster than Allegro. 

Allegretto — a little slower than Allegro. 

Prestissimo — ^very fast. 

Accelerando — gradually faster ; abbreviation, Accel. 

Ralentando — gradually slower; abbreviation, RaL 

A tempo — original time to be restored. 

Retardo — holding back the time ; abbreviation, Ret, 

Piano — ^soft; abbreviation, j9 ov pia. 

Pianissimo — very soft; abbreviation, ^ or j^jp. 

Mezzo piano — ^moderately soft ; abbreviation, mp. 

Mezzo forte — moderately loud ; abbreviation, m/. 

Fortissimo — ^loud ; abbreviation, // at ff f . 



«* 
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Crescendo — ^gradually louder; abbreviation, Cres^ or 

by the mark, "^ ' T 
Diminuendo — ^gradually softer; abbreviation, Dim., 

or by the mark, Z ^=^ 

These two signs placed thus, ■* 1 ^ — ^^==*, mean. 

an increase of sound and a diminution of sound. 

. When notes are to be sung with a loudi accent ±hagr> 

are marked thus, ^ ^ f^. Abbreviations, «/*, rfyfz^ 

Abbreviation of SforzandOy v or 'sf; * RinfqrzandOp 
A or rf; Forzato, >- or/^r. -. . 

Staccato is signified by a dash or dot, which means 
to sins: each note short. 

Example. 




Short 



Kot so short. 



Very short. 
Dots on a double bar, thus, — fH^ mean to repeat 



the movement from the bar marked thus, z 
When a double bar is marked thus, 



■*¥A 



it meatis 



that the preceding and following movement is to be 
repeated. Da Capo — abbreviation, -D.C— means to go 
back to the first movement, and generally ends with 



/?k 



the first double bar marked thus, 
is also used to mark repeats. 



z This sign, 8, 



Ki%- 



I 
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Examples in using the Bind, or Slur. 

The Bind determines how many notes are sung to 
one syllable. 




The sound has gone forth, 



gone 



f;^*^ 



Mkvmr j>-^ J 



pT r~r ^^ t ^^ 



^m 



forth throughout the land ; 




men, a - - - - men, a men, a 



men. 







All wse like sheep have gbne a - stray,-' 



.-r t . 



• O 




have gone a - stray, - - - 




hava gfwva ^ ^ ^Xx^j 
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feta ^h J^^f^^ 



•J 



How we Strug 



gle 




through our dai 



ly toil. 



i 



^^ 



ir " I "g 3^ 



ff=F 




Come, let us sing, 



Hal - le - lu - jah 




to the Lord, for He is King of 



M 



^i^-t^ 



tJ 




kings and Lord of all, and Lord of all. 



The following is the order of the Major Scale with 
Sharps. It will be seen to ascend a fifth and descend 
a fourth, thus leading to all the Sharp Keys. 

it..fi 



± 



ESffi 



-s>- 



zz: 



C 



G 



D 



i 



^ 



m 



t^ 



£l 



^^3^E^^^ 



^fe 



«^ 



E 



B 



F8 



Ctt 
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The following is the order of the Major Scale with 
Flats. It will be seen to descend a fifth and ascend 
a fourth, thus leading to all the Flat Keys. 



fc 



b: 



"xs: 



% 



% 



w 



zz 



C 



F 



Bfe 



Elz 



"m 



fc* 



fc* 



fc& 



g i>-7g : 



»± 



t±* 



t3t|i 






Afc 



Gfe 



Ok 



CLEFS. 



The use of Clefs is to give names to the lines and 
spaces, to adapt music to the compass of particular 



voices. 



— fa — ^ 



I 




s 



-^- 



G, or 
Treble Clef. 



Movable 0, or Tenor Clef. 



Bass, or 
F Clef. 



Songs, glees, and catches, have not been Introduced, 
as pupils often wish to be taught them before they 
have a sufficient knowledge of the science. For 
beginners this is little else than lost time. Let 
scholars have a firm grasp of the science first, and 
they will be able to read any music that may be set 
before them. 
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The science may be dry and 'Wearisome' at fiSst;; 
but diligence in its study will make k' ^ndfetfiil 
change in a short time* When it dawns on the mind 
it will grow brighter and brighter, and become a 
pleasure. It is only by the development of the science 
f hat progress can be made. 



' ?^ 



*• f 






r •' ' ft* .. 



•I 



» * 



-« > •' 



I * 



A TREATISE ON SIlfGING, 



JPJ^:EijT THZIR/IJ. 



In commencing Part Third, it is assumed that the 
children are familiar with the Gamut Clefs, the 
different Kej Signatures, Lines and Spaces, and all 
similar characters. 

The following Examples of Notes with the Specks 
should be carefully studied. Bests also should be made 
a particular study. The teacher is reminded that these 
two things are of the highest importance, the neglect 
of which will place the pupil at a disadvantage. 



NOTES WITH SPECKS, (OR DOTS.) 

A Speck (or Dot) placed after any note will make it 
half as long again. 

Examples. 



1221 



id: 



'■^- 



ri 



-^—(^ ^ f 



^^"^'^IS^uTtol^^^^""^ }S®°^^^®^® and Minim, or Three Minims. 



:^: 



s 



rs^ r=F^ 



^ ^'""^^^T^ ^"^ } Minim and Crotchet, or Three Crotchets. 
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s 



^g=i 



ACrot<^tMidSpeckare| q^^i,^ ^nd Quaver, or Ttaee Quaven. 



m 



^- 



$ e £ji 



^ ^''^''IqSr^ "^ } Q^^*^ »^ Semiquaver, or Three Semiquavers. 

The same rule applies to the semiquaver and demi- 
semiquaver. 

In the above examples it will be observed that a 
Semibreve with a Speck is equal to three Minims, 
which makes the Speck equal in duration to one 
Minim. 

The Minim and Speck are equal to three Crotchets, 
the Speck being equal to one Crotchet. 

The Crotchet and Speck are equal to three Quavers, 
the Speck being equal to one Quaver. 

The Quaver and Speck are equal to three Semi- 
quavers, the Speck being equal to one Semiquaver. 

Two Specks are sometimes placed after a note ; but 
the second Speck is only equal in duration to half of 
the preceding one. 



Example of Notes with Two Specks. 



^E^^zg- ll-l-F^ 



^i-n-^ 



2 



S= 




Specks are sometimes placed after Rests, and are 
affected in the same manner as notes. 
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Key of C. 



EXEBCISES WITH SpECKS. 



d — JTJ^T^^ 



PH 



:P2: 



t 



do Sol La Sol La Si do re 



^ E g • ^-P^^ ^ ^ 



22: 



mi re do mi re do Si re 
Key of F. 



do 



^ 



^3 



t 



il 




1: 



Do Be Mi M Be Mi Fa Sol 




^^^ 



■.d 



do Sol Mi Be Do Mi Be 
Key of G. 



Do. 



i 



c^ 



3: 



T 



l r - 2-^ 



3 



^ 



*==p 



t 




± 



Do Be Mi Mi Be Mi Fa Sol 



i 



t 



± 



<^- 



t 



-I- 



2±i: 



^ do Sol Mi Re 
Key of B^. 



Do Mi Ee Do. 



^ 



a=g 




do Sol La Sol La Si do re 



i 



P^^^H^ 



ft 



mi re 



do mi re do Biv xe 



^<=. 
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Key of E. 






'Iffgl^-^^ 



Do Mi Fa Sol La Sol F« Mi Be 




Mi Fa Sol La Si do Si La Si do 



Key of D. 



ra^^^ 




do Si do re do Si do Si La 




Sol Fa Mi Ee Mi Fa Sol La Si 



Key of A. 



^^ ^¥i^ 




do Sol Sol La Si do re mi fa mi 



t^tJU-a 




t* r- B 





re do re do Si do re 



mi fa 



^^^^^-j-^ 



Sol fa. mi fa mi re do Sol mi re Si do 
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Key of A. 



* 




jg^ 



1 1 



do do mi re do mi re do re re fa 




mi re fa mi re do Si La Sol La Si 



pS 




doSidoremidoiedoSidoieSidodomiredoSido 



Key of D fe. 




Sol Fa Mi do Si La Sol Fa Mi Fa Mi Be 



W^--~ M 



%J 




Do Ee Mi Ee Do Re Mi Fa Sol La Si 




La Sol Fa Mi Do Re Fa Re Mi Re Sol 



K^ofE. 



i^^ 

^ ^ 



i^ 



t 



zi 



.a^. 



5tE 



Do Be Be M Mi 



i 



- •. ^ \ -TD- 



-Mt31 



JL±. 



t 




i 



± 



Fa Fa Sol Sol La La Si SI d.<& 
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THE DIFFERENT TIMES AND THEIR 

RELATIONSHIP. 

Before proceeding with the different times, it should' 
be understood that there is one exception to the general 
rule, which is, t hat w hen t hree notes of any kind are 

marked thus — [^ p P, or ^ r P, or J^J^J^> or i 1^ ^• 
they are equal to no more than two of tEe same value. 

Examples op Triplets, 



t^ J jMfH^ ^^ 



r^r r 




r 



i 



A^ 



^ 



r 



In Common Time it will be seen that three Crotchets 
are sung in the same time as two, or one Minim. In 
Two-four Time three Quavers are sung in the same 
time as two, or one Crotchet. In Double Common 
Time three Minims are sung in the same time as two> 
or one Semibreve, 

Triplets are also fbrmed thus — 




»J -0- 




I 

when the Minim and Crotchet are sung in the same 
time as one Minim ; the Crotchet and Quaver as one 
Crotchet; and the Quaver and Semiquaver as one 
Quaver. 
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The following example will illustrate the exception 
to the general rule. Triplets used in Common Time 
create Twelve-eight Time. So near is their relation- 
ship that the same tune may be set in both times. 

Example. 




The above set in Twelve-eight Time dispenses with 
the triplet signature. 




When the Signature of Common Time has a per- 
pendicular line placed through it, thus — 7 ^ ih 
it denotes that it is in Simple Common Time, ^ ■ ^ 
with only two beats in each bar. , When Triplets are 
used in Simple Common Time they create a I'elation- 
ship to Six-four Time. 

Example. 




^^ 



?=: 



-3- 




X — ^ 



t 



22: 



L 
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The preceding set in Six-four Time dispenses with 
the Triplet Signature. 




:p2zze: 



72: 



t=± 



7^ 




zz 



Two-four Time— i 




is a species of Simple 



Common Time, termed half Common or Simple Duple 
Time, signifying two Crotchets in a bar. When 
Triplets are used in Two-four Time they create a 
relationship to Six-eight Time. 

Example. 




IZ-i g ^~^~~g~C"^ 



JL^ 



The above set in Six-eight Time dispenses with the 
Triplet Signature. 
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Three-two Time- 



m 



IS a Simple Triple Time, 



signifying three Minims in a bar. 

Example. ' 




S 



do do do re re mi re do Si La Sol 

— I 



t 



:cL 



'^'- 



X 



&' 



fep 



rj t 



La Si do re do Si 



do 



Three-four Time 



rime — ^^ 



M 



is another form of Simple 



Triple Time, signifying three Crotchets in a bar. 

Example. 




do do do re re mi re do Si La Sol 



#^^ 



% 



i 



X 



— \— 

La Si do re do Si 



^szi: 



do 



Three-eight Time — (ny^ is another form of Simple 

Triple Time, signifying three Quavers in a bar. 

Example. 






^ — p — p41 



do do do re re mi re do Si La Sol 




^ 



La Si do re do Si 



do 
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Compound Triple Time. 

There are three kinds of Compound Triple Time, 
which are denoted by 9 being the upper figure in the Sig- 

nature, thus — 2, S, &. By using Triplets in Simple 
Triple Time, the same music may be produced* 



Examples. 



Simple Triple Time. 




i 



8 



t 



?=: 



-8- 



-(^■ 



t=t 



^ 



-3- 



t 



sz: 



The above set in Nine-four Time dispenses with the 
Triplet Signature. 

Compound Triple Time. 




Simple Triple Time. 

■8 




i 



3 




^^ rr"^^ ^ 



7=21 



t 



The above set in Nine-eight Time dispenses with the 
Triplet Signature. 
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Compound Triple Time. 




Simple Triple Time. 




The above set in the following time dispenses with 
the Triplet Signature. 

Compound Triple Time* 




Example op Notes and Bests in Common Time. 



i 



E 



in: 



:i: 



■s*- 



tj 



m^^^^ 



?zi:p: 



Notes and Bests in Two-four Time. 
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Exercises with Specks and Bests. 




Sol do do Sr Si do do do Si Si Si do 



Ml=»: 



W^4 — ^ 




± 






4»3: 



=t2: 



;8S^=t2 



Sol do Si Sol Si La 



Sol Fi 



m 




Mi Sol Fa Mi He Mi Fa Mi Re Do 




Do Mi Fa Sol Fa Mi Be Mi Fa 



± 



i 



3F=?«: 



^m 



t 



T 



Mi Sol La Sol Fa Mi Fa Be Do 




Do Mi Mi Mi Fa Fa Fa Sol Fa MI 



i 



tJ 



■J^fuM: 



^m 



t 



t 



Be Mi Fa Sol Do Fa Mi Be Do 



m 



S 



+ 



t 



-& 



± 



T2l 



T^ 



X 



± 



X 



Do Re Mi Si Mi La Si do 




re Si Sol do Sol La Si do xe do 



IBBATI8E ON snramo. 



81 



tapa J. J^j=Ji Jfif. ^ jjzj 



t 

Mi Fa Sol Fa S«lLa Sd Mi 



F~rF~f 



^ -T f^tr-jj 



X 



± 



IZST 



5i 



1 — \ 



do do Si Si do re do Si do 




Sol mi re do Si La Si 



do 



re 




mi Sol re SiSolLaSi do Fa Si do 




ffzi=z*. 




fT"! ^ 



Sol do Si do re mi re 



%) 



:p=F 






I 1 r i i:f!-3 



re Fa Mi re 



do Si do 



^m 



■^± 



?2 



± 



U P" 



:r3— r: 



?=3?: 



X=± 



:^=t 



§ 



t 

Sol do re La Si do re mi Fa mi 




re do Si do re mi re do SI 4$^ 
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4f 



,,uX 



^g® 




Sol do Si do mi re do mi re do re do re fa mi re 




fa mi re mi re do Si do re do Si re do 




Do Re Mi Fa Sol La Sol Sol Fa Mi 



Ei^^ 



± 



± 



1t=? 




*j 



Be Do Be Mi Sol La Sol Fa Mi Be Do 









t=t 



-I 

Sol Mi Sol do Sol Sol La Sol Fa Mi 




Be Mi Do Fa Be La Sol Fa Mi Be Do 



SYNCOPATION. 

The sonnds are produced in the following example 
on the second and fourth beats, cansing an unequal 
division of the time, the note falling on the unaccented 
part of the bar. 
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Example. 



^3 



E 



i 



g^^ 



—I- 

do Si 



do 



re 



mi 



re 



i 



s 



i 



i 



r" r fT . 



fj 



do Sol 



La Si 



do do 



In the following Example the accent falls on the 
Minim and the last Crotchet in the bar. The La with 



t 



the Bind, thus — i! 




is sung as one note» Also 



do and mi, thus — 
applies to all music. 




titt 



This rule 



g 



E 



do 



ExAliPLE. 



4- 



mi 



m 



(<* <■ p* ig 



*j 



Sol do Sol La Si 



do 



re 



1 — r- 



1 ^ a? '- 



± 



^ 



7^ 



mi 



fa 



mi 



re Si do 



In the following Example the accent falls on the 
fourth and first beat? of the bar. 
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Example. 



i 



■^jrJJ^ H^JLS-ftJ ^ 



r r T' 



-p— p- 



I 



Sol do 



do re 



re mi 



mi 



m^i 



ff=p:=F-=ff: 



'■^:=^ 



Si do 



re 



re 



do 



In the following Example the accent falls on the 
second and third beats of the bar. 

Example. 




^^ 



t=t 



•S:. 



g^ 




t==t 



do do do 



re re re 



mi mi mi 



i 



'¥=^ 



£^ 



1=2: 



re 



re 



re 



do do Si do 



In the following Example the accent falls on the 

Crotchet. 

Example. 




do re mi fa Sol fa mi mi re do 




Si do re mi fa fa mi re do Si do 

It is necessary that the scholars should know the 
above five Examples thoroughly. They will be of 
great service to them when duets in syncopation are 
introduced, in which the first and second voices will 
sustain the syncopation alternately. 
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The following are Examples of the Appoggiatora, 
Slur, and Turn, being differently applied, according to 
the quickness or slowness of the time. The Appog- 
giatura is a small note placed immediately before a 
large one. 



Andante. 



Example. 



%lM^['r\rU:MUk)i\i4}Uj\\ 



In the above Example the Appoggiatura takes half ' 
the length from the note it stands before. 

In the Passing Appoggiatura the last two notes in 
the Triplet are not to be influenced by it. 



Example. 





The following Appoggiatura produces four even 
notes: — 

Andante. 
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The Double Appoggiatnra is formed by the inferior 
and superior Appoggiaturas being joined. 



Largo. 



Example. 




^}\aj ff\^rU$jiMS^ 



The Slur Ascending and Desgendino. 
Adagio. 




Adagio. 

1 



The Slur Protracted. 



^^ 




Andante. 



The Turn. 




Andante. The Inverted Turn. 



^2-r#^-^fMi 




1 fc#-' 



gff^^ 



^g 



Largo. 



The Turn in Three-pour Time. 
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Majob Chbomatio Scale of the Sixth. 
Key of C. 






T 



do Si I^Sa LattCUt(SoUFi iiFa Mi 



m=A 



oi jt Jp =x^ " P B g 



b . o b esT-^ R'- 



f 



r?^ gy ^ ^ — "-^ = r r i 



Fa «Fi SoljfChi La bSa t}Si do 



Minor Chromatic Scale of the Sixth. 
Key of A. 

zTr"" — 1 I — I- 




r I r }^~^"g =^=B 



22: 



r- 

La Sa Si do Si Sa La Chi Sol 




i\r] \\rJ J ^irJ~^^^i 



Fi Fa Mi Fa Fi Sol Chi La 

In the above scales it will be seen that there are no 
new syllables for the children to learn; they should, 
therefore, be familiar with their exact sounds, and 
commit them to memory. 

To form a system to change the names of the Sol-fa 
notation for every sound occasioned by flats and sharps, 
would clog the scale with a change of syllables through- 
out, and produce a vast mutation of words, which 
might become puzzling to young minds. But the 
Sol-fa notation was never intended to contend with 
flats and sharps ; for where there i& «x^ ^xxn&asi^^ v:^ 
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semitones^ the mutation of words is ridiculous. The 
scholars should now commit to memory the sounds, 
without the syllables, which are as follow : — 

Majob Chromatic Scale in the Key of F. 
Ascending with Sharps and descending with Flats. 



^ 1e"'- '- 




MiNOB Ohbomatic Scale in the Ejey of D. 
Ascending loith SJiarps and descending with Flats. 





The following is an example of Accidentals :— 
In ascending the Accidentals are Sharp. 



^m 



t=F 



1=:q: 



t 



P"^*" 



-& 



^t5 



Ah - - - Ah - - - All - - - 



ii 



<N. 



Ah 



■t^t 



^^ 



Ah 



Ah 
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In descending the Naturals have the effect of Flats. 



i 



t 



J J b J 



w 



n 




Ah 



Ah Ah - - Ah 




B 



g 



3 



t 



T 



Ah 



Ah 



Ah 



Ah Ah 



The following Examples are meant to sunplifj the 
reading in different keys. There are three distinct 
keys in 0, namely — Jf, C tf, and fe, which may be 
read as one and the same, Accidentals excepted. 

Kei/ofCt 



^ 



P 



gWr 



KetfofCOi. 



Stf 



^^ 



£«/ of C9, C% and Cfe. 

nt. Tonic 



Key of Cfe. 



^^ 



- .^i p. P' rj J 



% 



do 



S 



2iZ=^ 



TS^ 



La Sol Fa Mi Ke Do 



i 



t/ 



Key of G. 



T 



:^ 



Key of G and G^. 

Tonic 



at 



Key of G^. > _J rJ^s>-^ 



«9- 



^^ 



"^^^ 



Do Be Mi Fa Sol La Si do 



t/* 
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Key of F. 



$ 



■x± 



ra; # ft "^ 



Key of B. 



^ 



'^ 



\ ^^^ 



Key of F and Ft. 

Tonic. 



ut. 



1=1: 



Key of Ft. > _J J~7JZ^ ^ 



7=: 



± 



t 



Do Re Mi Fa Sol La Si do 



Key of D and D^. 

at. 



Key Of D^. }^^ 



t^ 



t 



Tooic. 



2S: 



22 



} 



do Si La Sol Fa Mi Re Do 



Key of A. 



m 



zi 



i 



y 



-Key of A and A fe. 

Tonic. 



Ut. 






± 



t5;=!d=l Do Re Mi Fa Sol La Si do 



Key ofE. 



^^ 



0^ 



Key of Band E^. 

ut. 



KeyofE\t. ) ^-f-j7- ~ ^^^ 



Tonic. 



:i 



do Si La Sol Fa Mi Re Do 
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Key ofB. 



^^^i i^^ 



i 



% 



^ 



ut. 



Tonie. 



Key of B^. / P rJ j 



Z2 



3^ 



do Si La Sol Fa Mi Be Do 



It will be seen in the above Examples that the 
seven Diatonic Scales comprehend the intervals of all 
Major Keys. The Belative Minor, which is fixed on 
the sixth of each scale, may be studied on the same 
principle. 



THE SEVEN MINOE KEYS. 
Key of C. 



m 



t 



i 



^^ 



I 



3. 



*: 



t 



p— e^ a d H ^^ =f^^^—^ 



%J 



1 

Mi La La Si do Si La La Chi La Sol 




Fi Fa Mi Mi La Si do Si La 



Key of D. 




Mi La La Si do Si La La Chi La Sol 




Fi Fa Mi Mi La Si do Si L^. 
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Key ofE. 

i: 



i 



E 



P 




e 



i=t 



I i -^ i 



± 



t 



Mi La La Si do Si La La Chi La Sol 




Fi Fa Mi Mi La Si do Si La 
Key ofF. 




^ 



1=1 



^ 



T 



22: 



z_+ 



EtfS: 



r-l bgl. 



Mi La La Si do Si La La Obi La Sol 



1=1 




t- 



h si a e^ ^ . -J. 

Fi Fa M M 



Fi Fa 
K^ of G. 



La Si do Si La 




Mi La La Si do Si La La Cbi La Sol 




Fi Fa Mi Mi La Si do Si La 



Key of A. 



m^ 




e 



i=^ 



' i M -I— 



Mi La La Si do Si La La Chi La Sol 




^ 



^S 



22 



t=! 



I 



Ft=t 



J^^^^- 



rJ \;i^\ rJ ::^^:^ 



Fi Fa Mi Mi La Si do Si La 
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EJyofB. 

r, J J J f 





Mi La La Si do Si La La Chi La Sol 




Fi Fa Mi Mi La Si do Si La 



In giving exercises in duets, simplicity is studied. 
The shorter and clearer the rules are towards attaining 
any art, the more reasonable will it appear, and be 
studied more. Superfluous intricate rules strike at the 
root of ingenuity, by discouraging intelligent persons 
from pursuing that which seems unintelligible. 

All the foregoing examples of this work will be 
introduced in the following duets, leading the scholars 
on by easy stages. 



Major Diatonic Intervaly in the Key of G and O ^. 



^^i 



^ 



?2: 



i^z 



t 



:i=t:^ 



^-- J L^ L 



Do Mi Sol Do Fa La Do Re Si do 

Tonic Srd 5th Tonic 4th 6th Tonic 2nd 7th ut 



The scholars should practise the above before com- 
mencing the duets. 
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Key of G. Andante. 



P 



i^J^t^^ 



-joL 



■JcL 



i 



•J 



do 

4- 



do Si 



E^EE 



t 



g 



do 



re 



vet 



mi 



mi mi fa mi Si do 






■$: 



(^' 



Sol fa 

J— -d— 



^ 



i 



t 



1 — 

me La fa 



T 



:zz2: 



z:^: 



mi re 



Xit 



mi 



re 



do re 



Key of G^. 



f ^^^ 



?=: 



7X. 



X 






re 



-^ 



do 



do Si do 



Sol Mi 



j^g^gf^ 



f^- 



Sol La 



?=: 



t 



t 



-e?-5 



± 



± 



Sol Mi 



Sol Sol 



— I 



:m± 



t 



t 



Mi Do Mi Fa Mi Do Mi Mi 



5 



K\>. b r - i 



La Sol 



^^ 






?=: 



Fa 



2i 



Mi 



J- 



i 



Mi Be 



zi 



Do 



Fa Mi Ee Do Do §)\ Dq 
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Major Diatonic Interval in the Keys of F and Ft. 



m 



rszL 




^m 



&- 



r± 



22 



T=^~ 



■g)-l — L 



^ 



1 — 

Do Mi Sol Do Fa La Do Be Si do 

Tonic 8id Sth Tonic 4tii 6Ui Tonic 2nd 7th nt 



Key of F. 



^^ 



^^ 



Do Mi Sol 



S 



ici 



^ 



Do Fa La 



I- 



^s 



zi: 



Do Be Si 



3 



•€>- 



g 



do Sol 



t 



^ 



a^=F^ 



2:t 



?=£ 



t 



■^ ■^-J~ 



t 



M Do Mi Mi Be Fa Sol Fa Be Mi Mi 




3^ 



: g_<^ — ^ 



i 



e' 



*: 



± 



^ 



t 



iS 



do Sol Mi 



is: 



32 



do La Fa 



^3 



trrt 



do Si Be 



3 



?=: 



1=:: 



:^= 



t 



Do 



^; 



Mi Do Mi Fa Be Mi Sol Fa Mi 



Key of Ft 



^ 



Wf^ \ 



1^ 



t=t 



zi 



1^-=^ 



± 



:P2: 



t 



^ 



z± 



Sol Fa Mi 



do Si La 



Sol Fa Mi 






T 



t 



?=: 



a 



f* 



• C? ^J 



^:i 



t 



Mi Re Do MiSol¥«. ^^^8^\^^ 
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«J / ! J W 



mm 



izt 



Ee Mi Fa 



j^^p 



t=q: 



2i=i^ 



H- 



'r± 



Mi Re Do 



3 



■ Q r - J 



Szci 



t=q: 



-s^ 



Re Do Si 



icfc^ 



2215: 



Do 



TSTff" 



Si Do Re Do Fa Mi Re Mi Fa Mi 



Major Diatonic Scale of the Keys of D and D fc, 

ut 



:^- 



Tonic 




nt 



n^ 



2i 



^■=^ 



^ 



5 — S* 



/^ 



^^ 



M> 



*: 



3 



Do Mi Sol Do Fa La Do Re Si do 

Z 1 Tonic Srd 5th Tonic 4th 6th Tonic Snd 7th nt 



Tonic 



Key of D. 




Do MiFaMiReMiSolFaMiBeMiFaSol 




La Sol Fa 3fi Si La Sol FaMDoMVF&^JeTt^'&b^tk^KiL 
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Key of D^. 




do Si La 




Sol Fa Mi 



Fa Sol La 



Do Mi Fa Mi Ke Do Ke Mi Fa 




Sol do Si do re do 



t 



^ 



Si La Sol 




:^=t 



■t 
La re 



t^t 



do Si 



do 



Mi 



Fa Sol Fa Mi Fa Mi Fa Mi 



Major Diatonic Scale of the Keys of B and B 12. 



t 



Uz^M^ 



t- 



p 



do Sol Mi Fa La do re Si Sol do 

ut 5ih 3rd 4ih 6th ut 9th 7th 5th nt 



Key ofB. 



m 



^^F^ 



I ft ■* n wL 



Sol 



\\ 



^ 



^ES 



f^ 



do 



S= 



re 




mi 



^ 



Mi Mi Fa Sol La Fa La Sol Si Sol 
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i ^ft^^ 



fa 



I 






if »■ 



^ipxig 



Sol 



fa 




mi 



La Si do re mi re re do Si do La do 




Si La Sol Sol La Sol Fa Sol Fa Mi 



Key of B^. 



^« 



a 




do re re 



i 



^-§ 



I^B 




i^n^jnK 



mi re do mi fa Sol 



+ 



^ 



fa 



Mi Sol Sol Mi do 



re do Si 



& 



IzW- 



^ 



S 



fa fa 



i 



5 



!^ ^■ ii p» 



m 



mi mi 



t 




re do re mi 



e/ 




1 — r 

do 



do Si La Sol do La Sol Sol Fa 
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Major Diatonic. Scale of the Keys of E and E^ 



^^ 



W&-2 



<\ 



T 



^S 



^ 



± 



± 



m 



Do Mi Sol Do Fa La Sol Si re do 



j^)l^^ ^-) ^'"^ "^ ^^ ^°'*' **^ ^^ ^^ ^^ ^^ ^* 



Key ofE. 



pSiSzir 



^ rgrfj^-j^ 



m 



m 



fc^ 



3 



Sol 



Do Mi Sol Do Mi Sol Do Mi Sol 



+ 



Do Fa La 



Do 



Mi 



Sol 



Do 



^ 



^^ 



Do Fa La Do Fa La 




Sol Si le Sol Si re Sol Si re 



J- 



^■^^^ 



==i: 



=^ 



Fa 



La 



Sol 



Sol 



Sol 



Key of E^. 



Mi 




Do Mi Sol Mi Do Mi Sol Fa MiEADoEAMiBAMi 
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La Si do re do Si 



i^ 



do Sol Mi Do Mi Sol do 






c/ 



Fa 



Sol Fa Mi Do Sol Fa Mi 



Diatonic Scale of the Keys of A and A i. 

2 



^ 



w^ 



d J ^ ^ 



± 



do Do Mi Sol La do Si re do 

at Tonic 8id Sth ath ut 7th 9tlL ut 



Key of A* Allegretto. 




X 



^^ 



i t fi I 



Sol 



ftl 



f^S 



2:i 



do 



do mi do 



^ 



re 



^^ 




Sol Sol do Sol La 



Fa Sol La 




^^ 



X 





fa mi re 



gJ: 



T 



^^ 



t=q: 



sol fa mi re do Si 




:i==t 




do 



zz 



Si 



Si re do Si do re do 
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Key of A fe. Allegro. 



^3! 



M 



4- J 
Sol 



i 



^3 



t 



1 — f 



do re mi fa 



2^ 



+ 



mi sol mi do 



* 



^r^t— t 



Sol Sol 



m 



EEi 



La Sol 



Mi 




Fa La Si Sol Mi Sol do mi fa mi re do 




^■ 



^ 



, _ inzt 



sol fa mi re 



^s 



do Si mi re 




Z2: 



do 



Si La Sol Fa Mi Sol do Si do 



SYNCOPATION. 



Andante. 



i 



E=^E^EEE 



do do 



ini -J-mhr- 



W 



± 



frd 



re mi 
> > 



Sol La 



Si 



f_— *— P- 
do 



> 



fa. mi 
> > 



:i: 



re 



Sol 
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i 



tj 



'■^ r r" 



1=^ 

^ Si 



re Si 

> 



do 



-* 1- 



^ V 




do do do 




22: 



do 



Sol La Sol Fa Mi 



Allegro. 



i 



^ 



«y 



Sol 



i=e=^ , 



Z2: 



do 

A 



W- 



T 



re mi 



■JoL 



Sol Mi Sol Mi Fa 



•zu: 



^ 



La 



fa 



Sol 



i 



i 



Mi 



ig: 



± 



re 

A 



-<s>- 



Sol 



g^ 



do 



::^: 



Si 



-<S>- 



Sol 



re 



do 



Mi 



Andante. 



i 



w 



^ 



1=^. 



Sol 



^ 



EBEE 



-P-F 



do 



do 



-P- 



T 



qz: 



■4*— P- 



re 



re 



•y 



p=t 



-P— P- 



mi 



mi 



^-F 



t 



Do Mi Sol So\ Sv Tft do Sol do 
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Si Sol Si Do Mi Sol Fa Re Sol Mi 



Andante. 



i 



A A 



A A 



im 



Sol 



i 



S 



-p— p- 



s 



Do 



Sol 



r r j 



Re Sol 



gE^sfe 



^ "i^'F 



Sol 



Si 



i 



Mi Sol 



Fa La 



Si re 




-F— P- 



re 



re 



-P— (^ — W 



Sol Mi 



Si Sol 



do 




do do do 



Adagio. 




^ 



Sol 




r4=P2: 



i^i 



do Si 



^ 



do do 



T 



t 



-P — 



A 



mi fa 

> > 



do Sol Mi Sol La Sol la-au x<^ 
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dim. 



sol fa mi re 




ff 

> f T 



ff 

> 



±=t- 



l=:rt 



? 3 — g: 



do Si 



?^^Eg 



do 



do 



± 



re re re 



do 



i 



T T 



re 



/ 



l^ol ^l 



t>f 



mi mi mi 



i 



«^- ty 



:n: 



ES 



mi do Sol Mi Fa Sol La Si 



4- 



fa mi re fa 



H f 



t 



tut 



do 



t 




czicz: 



i^ 



me re do Si 
> > 



do 



Z 




-e^ 



Andante, 
mf 



re do Si La Sol Fa Mi Fa Mi 



mp 






h=^ 



t 



i 



Soldo Si 

> > 



P^^^ 



± 



La re do 




do Si 

A 



4- 



m 



do re 



T 



Mi Sol do La Sol Fa Mi Sol Fa Mi Sol 





mi re do 
> > 



H -^ 



Si do La 
> > 



Sol Fi 

A 



T=S 




Sol Sol 



La do La 

A A 



;-' 1- 




Sol Sol Sol Mi Ee Do Do Si Sol Fa Fa 
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g 



ie5 



Mi 



dinif. 




Sol do re 



^ 



t 



mi do I'e 



Fa Sol Fa 



t 



do Si 



1- 



m 



=:?2: 



do 



T 



dim. 

Mi Re Mi 



Allegro. 




Sol 



^ 



13 



?2: 



do 



1 



p 



do 



re 



i 



re 



ipz 



mi 



mi 






^ 



Do Mi Sol Sol Si Sol do Sol La 



^E 



re 



t=q: 




do Si do 



re do re 



t 



mi re mi 



ii 



wc 



1 



t 



■z± 



22: 



Si La Sol Fi Sol Mi Fa La Sol 



do 



dim. p pp ppp 




dim. p pp ppp 

redoSiLaSolFaMiFa Mi Fa Sol Fa Mi 
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Vivace, 



i 



fe 



& 



^fi^E 



t) 



Tral 



^3; 



=(?_a_p_-__ji. 



> > 



> > 



la tral la 

> 



fc5 



tral 
> > 



^^S^e^E'E 



la tral la tral 
> > > 



S^ 



s^ 



Tral la tral la tral la tral la tral 



^EE 



iifc 



la tral la tral 




la tral 



•t 'TU U 1 >, >- 



la tral la tral 



•^h*-J-^-^ 



3==t 



-rTf~Z~^ 



la tral la tral la tral la tral la tral 



to igC- i 



*J 



la tral la tral 




i: 



g^ T]f~CT£ 



zJzg -J'-l / 



la tral la tral 



la 



1 



la tral la tral la tral la tral la 



^a^ 



Andante. 
Pia, 



TEIPLETS. 



cres. 





lal lal lal lal lal lal lal lalM 



cres. 
Mi 



¥a 



^\ 



8- 



\a '^X 



TREATISE GS BlSQISa. 



107 




dim 



lallallallallallallallallallallallal Be Fa Be Mi Sol 




lallallallallallal 



hlMhlS^h 



lallal So Fa Mi 



Allegretto. 




> 3 > 3 > 3 




lal lallal lallal lallal lallal 




lal lal lal lal lal 



3- 



so 



La 



do 



mi re do 




± 



•3 -^~— 3-^ - — 



lal lal lal lal re 

A A 



i^^^Pi 




tral lal lal lal 
> > > 



T- 



T- 



lal lal lal 



^ 



do Si La Sol Sol lal 



allSTal 




Do Mi ^q\ \s.V\^\V^ 
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lallGnal laTGoM 



Sol Fa Mi Fi Mi 



w^^^^^^ 



Sol Mi Sol do do Si Sol Mi La do mi re do 



^f^- 


?=t* 


^^ 


^ 


^ 


=^ 


^ 




L„a. 


re do Si 


do 


Sol 


La Si do 


re do Si 

-l^-r 




-^^-J 


Uj=i 


^ 




'-J-J 


'^^ 



Si do La Sol La Fa Sol Sol Fa Mi Sol do Si La Si La Sol 



1^ 



^SS? 



m^ 



m^, 



La Si do re do Si do & le do i 



TBEATISE ON SIMQING. 



109 




?=: 



t 



:^i± 



do Sol 



T 



:^l= 



T 



4- 



:?=: 



t 



S 



t- 

La La Sol Fa 



^^ 



Mi Mi Sol Fa Fa Mi Do Mi Sol Fa Mi Do Re 

A A A 




cres. 



Do Be Sol Mi Do Mi Fa Be Fa Sol Mi Fa Sol La Sol 
excel. dim. -^^ 

^fird?:=rp-r-^- " 



±r=t=± 



do re do Si La Si 



4. 



\^^=3=^. 



s: 



1 I I 



do do do do 



1=1: 



+ 



tj 



excel, 
Sol Mi Fa 



t 



' J ^-^. 



dim. 
Sol Mi Sol Fa Mi 



The following six Exercises are intended to help the 
pupil to Sol-fa the notes without syllables. The 
syllables to the Accidentals are used^ and also those 
of te and ma. The te sharpens do ; ma flattens mi. 

KeyofDi. 



^ 



:&pz 



M^n4 



3"r: ?t P- 



22: 



Sol do 



Chi 



=s-fe^S3l 



1=^ 




ty iSa 



Fi Fa 
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Key of Ft 



^S 



fc^-M-J 



22: 



?3r3 



t=t 




Sol Do 



Be te Be 




Key of G^. 





l*fe*H=^ 



± 



t 



fe 





Be te Be 



S 



Fi 



Key ofB. 




J=t 



Sol do Si Sa 




bgi j ^ffftr^ 



re re te re 



wTFrtPyfi 




g^^^H 



Fi mi te mi re do Sa Sa La Chi Sol 
Key of A fe. 






t 



^ 



f 



T 



te:2= 



:ci:g: 



t 



^ 



zi 



si& 



tip: 



t 



^^?2= 



^ 



?=2: 



Sol do re ma ma re do 



mi 



t 



t=^ 



ife 



^ICZ 



•225^ 



^1^ 



^^=^ 



?2^ 




22: 



-|g- 



22: 



Sa Chi Sol 



FiFa 
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Ill 



$ 



Key of E. 



!=«: 






Sol do 



Fi 



g 



2E1 



1 ^^? 



:l=i: 



^^^^^ 



Sa 



Chi La Sol 




The four following Clefs — namely, the Treble, 
Counter Tenor, Tenor, and Bass — represent the C of 
each Clef. Through the medium of the Clefs the 
same tones are produced. 



Example. 

Treblk. Goumter Teitor. Tenor. 



Bass, or F 
Clef. 



T 







r. 11 






^.^ 


-■ 


N 


t^ 


-r 





s 



M^mi 



C 



C 



c 



The Tenor, or Movable Clef, gives the name of to 
the line it is placed upon. 



Alphabetical Names op Notes in Bass Clef, 






)==t 



:i=l=d: 



t=t 



^^ 



DEFGABODEFGABCDEF 
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Example of the Four Clefs in Unison. 
Key of C. 



Treble. 















Counter 
Tenor. 



ii 



t=± 



t=t 



c 







Tenor. 












Bass. ^^^ 



t=t 




m 



^ 



c 



Common Cords in the Key op C. 



Treble. 



^ 



T 



lo: 



H^ 



s 



-(g- 



22! 



•Counter 
Tenor. 



E 






::P2: 



^z 



fg^-r-j 



i=t 



Tenor. -■ 



^S^S^ 



1=^ 



-.ct 



sc 



Bass. 




S^ 



:^: 



-^ 



22: 



id: 
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iia 



Andante. 

% Soprano. 



SWEET LOVELY MAT. 

Written and Composed by Holland Harland. 




5jg:.^^gg^^^^^g p 



Ist ver. Sweet love-ly May, with thy fresh blooming flowers, 
. Second Soprano. 

f—> — -^-^ 

2nd ver. dark days of win - ter have now passed a - way, 
Bass. 





S^^S 



t 



Srd ver, sweet 'tis to look 



upon nature's green bowers. 




All spark - ling like dia - monds with sun - shine and showers ; 




^^^^^^^m 




And bright is the dawn - ing of beau - ti-ful May; 
| Si-p-; — ^ ^ I ^ -^ 1 ^1 ! 1 IV ""^ 




t:=!rt5 



t 



And wan - der a - mong them to spend the bright hours ; 



N=l=^s:=l^ 






t 



While ze-phyrsare bear - ing their fra-grancea - long, 






q=ilS=frq^ 



A- 



The 




flow - ers are spring - ing, and na - ture is now 

ii=iz=fcxar:iz:pz=«: 



It: 



To hear the birds sing - ing, and watch the lambs play. 
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SWEET LOVELY MAY— continued. 




The lark soars on high, and he war - bles a song. 




Weav - ing a gar • land to place on her brow. 




Be - fleet - ing the while on the beau • ties of May. 

Chorus. 
Soprano. 




'Tis sweet love - ly May, then let us re - joice, And 
Second Soprano. 



t=s^^ ^^= ^^ 



*Tia sweet love - ly May, then let us re • joice, And 
Third Soprano. 



|=^^^^=i g^g^ ^g 



'Tis sweet love - ly May, then let us re - joice. And 
Bass. ' 



^ 



1— 






± 






U=t?=ii2=*: 



m 



'Tis sweet love - ly May, then let us re • joice, And 
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SWEET LOVELY MAY— continued. 




t2=t?=ti=bi=t2:=tz 




^ — ^ — ^ — i fca- 



praise the Cre - a • tor in heart and in voice, In 




praise the Cre - a - tor in heart and in voice. In 



■ K h i ^ i .j^ — ^ — |!i^ 



:*=5C 



:^5=qiii=j5 



praise the Cre • a - tor in heart and in voice. In 




praise the Cre • a - tor in heart and in voice. In 



ral. 




r\ 



% 



X 



m^ 



• ^a 



t 



:«zr: 



E 



heart and 



1— ^ 



voice. 




N-^-&L-j=^ 



Xq^rfE 



in heart and voice. 2. The 

3. How 
red. 



H H- 



W » gpi. 



q=q= 



m 



W: 



heart and in voice, in heart and in voice, in heart and voice. 2. The 

3. How 
ral. 



35=s:=l5: 



1 h- 



h'^_j»^— 1=:^ 



3*zS 



4- 



heart and in voice, in heart and in voice, in heart aad voice. 

ral. 



m 




IZJK 



i=:i: 



• mg* 



H > 



/> 



Sim 



theart and 



voice. 



in heart and voice. 



116 TRBATT3B ON SIKGINa. 

Keeping in view the primary object of tliis work — 
that of a school-book for children — simplicity has been 
umed at throughout, so that they may be able to read 
music before leaving school. This work is not intended 
to enable any one to proceed without the help of a 
master. The intention Is rather to assist the teacher, 
by having the rudiments at hand. Yet pnpils who 
maybe studiously inclined should profit by the assistance 
it is designed to give. 




Jtim 0. £mkih(, Phi: 



AN ESSAY ON SINGING, 

INTENDED TOR 



4»»'» 



Befobe I make any observation on singing, let it be 
understood that these instructions are not intended to 
enable any one to proceed without a master. "He 
who travels without a guide will be in danger of 
losing his way." The essay is meant to shew Pupil 
Teachers what in general to avoid, and to give them 
a system to teach. An unskilful person, without 
system, may do considerable harm. 

This essay, I trust, will be of use to those whose 
circumstances cannot conveniently secure the assist- 
ance of an efficient master. 

Vocalization is a distinct study, quite apart from 
Music; the former being an art, the latter only a science. 

Having been taught in the Italian system by prac- 
tical men, under whose tuition I studied for over six 
years, to which I can add thirty years of practical 
experience, I do not hesitate to say, that verbal tuition 
in vocalization may do considerable harm. My reasons 
for this assertion are as follow : — 

In the first place, it gives a license to men who 
may be able to read a few bars of music in proper 
time, and with this may have a very good voice ; cir- 
cumstances of this kind often place such a man at 
the head of a small choir ; and teaching singing, with 
no knowledge of the art, these men, in their ignorance, 
destroy many fine voices. I have been told by some 
of those so-called teachers, that the Tonic Sol-Fa was 
the art of vocalization. I admit its good o^ualitie^^ 
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which are many ; but the Tonic Sol-Fa is a science, 
and not the art of vocalization. 

There are three distinct productions in every voice — 
in some voices there are four, — and unless the voice- 
trainer knows how to convert these producticms into 
one, he cannot reasonably be considered a voice-trainer. 

The three distinct productions are, — ^the natural 
voice, the false above, and the growling voice below; 
the latter production being very often mistaken for a 
bass voice by inexperienced teachers. 

By methods varying almost with every pi^il, the 
falsetto is brought down to mix with the natural 
voice; and by the same rule the growling voice is 
brought up to mix with the natural voice. Skilful 
training will combine the three, and make thetn cme 
production. This is the art of voice culture ; without 
it there can be no proficiency. 

The management of the breath is an essential study- 
in vocalization, and requires careful training ; the pupil 
should be trained to keep breath, and by easy practice 
taught how to deliver it by what is termed the close 
tone. This practice must be kept on until a crescendo^ 
and diminuendo can be made two or three times in 
one breath. To accomplish this without the aid of an 
experienced master is an impossibihty* 

The Shock of the Glottis. 

In reference to this I shall mention the opinion 
of one who has written on the subject. He informs us 
that the pronunciation of the letter p would illustrate 
the shock of the glottis, and that it is felt in a slight 
cough, and also in the words of game and keep. My 
opinion is that the letter p does not illustrate it at all. 
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It i» felt in a slight cov^h ; but I say it is f fit cleiarlj 
in a sliarp lau|^« The shock of the glottis is not felt 
in the words of game or keep. The shock is prepared 
in the lungs when inflated, and delivered from the 
larynx bj the uvula^ which is a small tongue projecting 
from the top of the throat. The words game or keep 
do not require that exertion. 

The word aha is only introduced by teachers of 
vocalization when the pupil cannot attack tl^ syllable 
of ah; nor can they give it to all pupils in one form. 
It is considered one of the extreme efforts to gain an 
object. Any one acting on his own (^>inion from a 
book, is very likely to cultivate d nasal so«nd. 

From my practical experience I would say that 
the 8 should not be heard at all; but to substitute a 
Tdae instead of a* Holding the hiss for two or three 
seconds^ then suddenly open the mouth, sounding the 
ha at the some time. There are other things con- 
nected with this syllable requiring the utmost care. 

Quotation front J. Curwen's Standard Course^ page 
95^ — "Any one who, in the Crystal Palace or els©* 
where, has heard some great artiste singing with the 
accompaniment of a vast chorus, must have been filled 
witL wonder to notice how easUy the artiste's voice waa 
heard above the thousands of uncultivated voices," &c* 

To illustrate this I draw the following comparison:—- 
Place your hand flat on a table, from which place do 
not move it until the experiment is proved. This 
done^ placer a hazel nut under the first joint of the 
middle finger, then draw the finger behind the nut, 
and without touching the table with the finger, see 
how far you can send the nut from you. Place the 
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nut as before, bring the finger behind again, btit this 
time let the finger touch the table with a firm grip, 
then with a sudden jerk hit the nut: this is a fair 
imitation of the shock of the glottis. 

By this experiment you will see that the cultiyated 
voice will reach every comer of the hall before the 
uncultivated voice can leave the platform ; but the art 
will have cost the artiste a round sum of money and 
a few years' practice, before the uvula could send away 
the note as the finger did the nut. The art of 
vocalization has never been utilized by the general 
public, and never will, as long as they are gulled by 
professors who advertise to teach it in twelve lessons. 
I have heard some of the very finest voices in Scotland 
that nature could give; with an eflScient school of 
vocalization, I do not hesitate to say that, as singers, 
they would soon stand at the head of the profession ; 
but this cannot be accomplished in twelve lessons. 

In reference to uncultivated voices, I would warn 
all those blest with a good organ never to abuse it by 
overtaxing its strength; when they sing let it be with 
half their power, so that they do not destroy the 
brilliancy nature has given them. If this advice is 
attended to, and by chance they should study the art 
of vocalization, there would be less to repair by the 
master, and time saved. A sound voice can be dealt 
with at once, a shattered voice must be repaired first. 
In conclusion, I would call the attention of those who 
may be blest with a good voice to take this warning, 
that to strain the voice is to destroy the natural 
development of its organ. 



A* 




- ■■> 



